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SUMMARY 
The female lover is an architect who can dwell in her a(r)mour. 
In this thesis I speculate on the relation between space and the body of 
woman as an excess in the discourse of architecture. If woman cannot be a 
subject according to western thought, I argue that her other bod Y - spa c e 
relations constitute (im)possible modes of resistance to phallocentric 
discourses of the subject and hegemonic discourses of culture. The relation 
between space and her body is porous, tactile, intimate and fertile. It cannot 
be reduced to the orders, rules, codes, forms, structures, symbols, truths, 
subject/object divisions upon which the discourse of architecture is 
established. It is a particular spatial siting for woman/women becoming a 
subject. 
My dissertation is divided into two parts: the first part (chapters One and 
Two) are a "ground clearing" exercise which use a 'negative' methodology. 
The second part is 'positive' in that it offers alternative ways of thinking 
about architecture. The text on 'Metaphor' at the end of chapter One is the 
threshold for the thesis. My interrogation of the 'cave' as an exemplary 
spatial metaphor, points to the way the 'body of woman' is embedded in the 
discourse of architecture. Architecture is discursively contingent on this 
'body-matter' as its constituent building block. I suggest that 'woman' is 
somehow wrested from her bed. 
In the second part, each chapter opens the architectural discourse onto a 
(feminine) impurity, something that the discourse guards itself against. My 
argument is that architecture can 'improperly' construct conditions which 
are enclaves of resistance and spaces for the proliferation of [sexual and 
cultural] difference. My emphasis on these othe r body-spaces is the way 
they 'caress' the tensile skin of architectural discourse and open it to new 
horizons of an ethics, a poetics and a politics of space .. 
IN1RODUCflON 
In the beginning was the word. The word was 
God. 
[Genesis/God] 
Gods, God, first creates space. And time is 
there, 
almost in the service of space. 
[Luce Irigaray. Ethics; 7] 
Do you suppose that what we say is any less 
good on account of our not being able to prlTVe 
that it is possible to found a city the same as 
the one in speech? 
'Surely not,' he said. 
[Socrates/Plato Book 5, 371-373 d] 
2 
The staging of a dialogue between three subjects - God. Luce Irigaray and 
Plato - is a tentative and compelling exercise which compresses meaning 
into an ahistorical textual space. An imaginary rendezvous between God and 
Luce Irigaray is marked by the esoteric moment of their relation to space, 
their mutual exaltation in space. This coincidence is dependent on Luce 
Irigaray's recognition of God's relation to space. Plato is seen as the more 
practical builder of ideal cities who intervenes in the others' e sot eric 
mom e n t. 1 He is the interrupting subject, perhaps in this imaginary he is 
the 'object' which stands in between the other two and prevents them from 
touching. Another less fictional reading is that the dialogue constructs a 
network of subjects that is almost closed; I say 'almost' because Luce 
lrigaray provides the ex-centricity, the gap where two lines might have 
met. 2 The historical relation between God and man has established a closure 
to the Divine for women. Luce lrigaray explores the language of the divine 
and this gesture makes a fold in the "tight fabric of discourse. "(Irigaray 
1993; 120) It invokes questions of origins, or rather, an interrogation of the 
assumed origins that have constituted a grand narrative of history of 
1 For the moment the other is both the Divine and 'woman'; this will be elaborated 
implicitly in the thesis and more directly in chapter five, 'Ad-dressing the Divine'. 
2 A closure against woman is established in the relation between God and man 
which is elaborated by Irigaray. On the one hand Irigaray is critical of affinities with a 
traditional God because this "concept of God has been used by men to disavow their 
debt to femininity and maternity. Men conceive of a divine, omnipotent being, 
regarding themselves as formed in His image and thus partaking in His divine 
creativity. At the same time they effectively contain women in a sphere outside of the 
divine .... "(Grosz 1989; 152) On the other, she deploys the language of the divine to 
explore God as a genre that women need to create. See Grosz 1989; 159. 
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architecture. 3 My interest is in the ways space figures in these scenes of 
origin, both as the object and the condition of essential creativity. 
Lets describe the other two characters/subjects - God and the philosopher. 
In this staging, the word, "God" is cited as the beginning, a beginning that 
has a name, a personification. But God first creates space as in the first 
chapter of the bible, "And the earth was without form, and void; and 
darkness was upon the face of the deep. And the spirit of God moved upon 
the face of the waters," and "And God said, Let the waters under the heaven 
be gathered together under on place, and the dry land appear; and it was 
so." and "10 And God called the dry land Earth; and the gathering together 
of the waters called he Seas:"4 Thus God creates space, He forms, divides, 
orders, He creates and induces procreation.5 
Plato is staged as the original philosopher of Western philosophical 
traditions. He accesses the triad - God/Word/Space - through a figure of 
speech, the metaphor. The philosopher is thus able to create space 
conceptually through the spatial metaphor. Conc~ptual - space, Socrates 
claims is no less good, (than what?) even if it cannot be proven; that is even 
-
if the philosophy is not grounded, the city in speech is a powerful and 
potent space. Even if space as physical creation cannot be harnessed by the 
man-philosopher, the spatial metaphor enables him to make claims for 
conceptual space - the Truth, the Good etc. God seen as the figure of 
transcendental capacity is substituted by another name, after all "God" is 
also only a word, as (non)arbitrary as Truth. The philosopher's 
relationship to the triad is in the act of naming, making words - is the mode 
in which the 'city in speech' is constructed, it is the act which constructs a 
philosophical realm of transcendence. It is a transcendental enactment.6 
3 A history of architecture which I have called a 'grand narrative', is Occidental 
history which perceives itself as 'universal' though it is Eurocentric, phallocentric, 
and of the interests of ruling classes. ' 
4 Genesis. First book 0/ Moses. 
I want to critique 'God' as the construction of Master subject, the Father, the sole 
creator. See chapter One, 'Fathers'. 
5 Irigaray also argues that the creativity of God is organised around division. See 
Irigaray 1993; 98. 
6 Here I am referring to Metaphysics and the Enlightment projects in the history 
of Western philosophy which entail a particular mode of the transcendental as a realm 
in which the sensible. the corporeal and the spatial are left behind. I do not want to 
suggest an essentialism to transcendence and therefore imply that all modes of 
transcendence are a'" 'substitutive' exercise. 
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God as creator is seen as an architect. An architect is defined as a "master-
builder; . one who designs and frames any complex structure. "( 0 ED) It 
seems that the architect accesses this triad differently, via space rather 
than the word. The relationship between the architect and space would 
seem to be the veiled secret, in which is implicit the process of unveiling as 
the way that 'truth' is dis-covered. Its creative potential is epitomised in the 
Renaissance formation between man/architect/God, in which the architect 
is characterised as the 'messenger' between God and man. The Renaissance 
architect is a figure of mediation, one that can translate immaterial 
perfection into a 'design': the historical burden of the term 'de-sign' is that 
'perfection' is constituted as a drawing of a formal composition. 
In this traditional staging a battle is played out between the architect and 
the philosopher. The philosopher's task is to name, to make words, and 
indeed as the biblical text claims (after Plato), "in the beginning was the 
word." The architect, in his association with space is seen as essentially 
creative. Like God, architects create space, their task IS to design space, to 
order, to delineate and mark out boundaries in and of space. This battle over 
space, between the metaphor and the drawing, has been played out in the 
agora, in the monastery, on the university campus, over the "encasing 
garment that is thrown over the universe," even in the virtual space of 
computer technology. (Irigaray 1993; 121) In Gynesis, Alice Jardine argues, 
that amongst the French male contemporary thinkers spa c e hitherto 
repressed is an abyssal force to be reckoned with: 
such rethinking has involved, above all, a reincorporation and 
reconceptualization of that which has been the master narratives' own 
"non knowledge, " what has eluded them and engulfed them. This 
other-than-themselves is almost always, a "space" of some kind (over 
which the narrative has lost control), and this space has been coded 
as feminine, as woman.( Jardine 1985; 25) 
It is an exchange with an interest in securing a 'universal' construction of 
man, over the unknowable space which is connoted as feminine. 
Historically, it has been an exchange between men .. In this scene "woman 
has been represented as the space or place by and in which man can find a 
position and locate himself .... [she] cannot be seen as occupying a place of 
her own. She is space, place or 'home' and consequently· has none 
herself."(Grosz 1989; 174) This battle, this scene, reproduces itself, and 
reconstitutes itself in different versions of the sam e battle. It represents a 
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closure of the discursive practices of architecture and philosophy for 
'woman' and 'women'. For this reason, Luce Irigaray is staged as the 
philosopher/woman, who makes a gesture to altaer the scene, which is to 
say that her texts are a threshold for change and for transcendence on the 
side of woman: 
In other words, the issue is not one of elaborating a new theory of 
which woman would be the subject or the object, but of jamming the 
theoretical machinery itself, of suspending its pretension to the 
production of a truth and of a meaning that are excessively univocal. 
Which presupposes that women do not aspire to be men's equals in 
knowledge. That they do not claim to be rivaling men in constructing 
a logic of the feminine that would still take onto-theo-Iogic as its 
model, but that they are rather attempting to wrest this question 
away from the economy of the logos. They should not put it, then, in 
the form, "What is woman?" but rather, repeating/interpreting the 
way in which, within discourse, the feminine finds itself defined as 
lack, deficiency, or as imitation and negative image of the subject, 
they should signify that with respect to this logic a disruptive excess 
is possible on the feminine side.(Irigaray, 1985b; 78) 
In this thesis I speculate on the (im)possible relation between space and 
woman as an excess in the discourse of architecture'? It cannot be reduced 
to the orders, rules, codes, forms, structures, symbols, truths, subjects, 
objects which the discourse circulates and aspires to. 
It is a thesis underwritten by general questions and speculations about the 
relations between space, subjectivity and [sexual] difference. What 
constitutes space, what is space, is it created by agents, is it always already 
in existence? Questions about the· subject(s) of space, the subjects who 
create space, the subjects who govern the space created and mediate 
between others within the spatial frame? How does space mediate the 
cultural production of subjects? In this thesis space is foregrounded as 
equally, but differently significant to the word, to language: its premise is 
7 I have used a number of terms to describe an arena· of circulation of theories, 
histories, design practices within architecture, including - grand narrative, dominant 
discourse. discourse, architectural institution, discursive practices. These are all 
general terms intended to suggest a set of historically established paradigms in 
western architecture which I discuss in chapter One, and which I have noted in footnote 
3. Whilst at times my use of these terms is slippery and interchangeable, I have 
attempted to convey their different nuances. For example in the statement "an excess 
in the discourse of architecture." the emphasis is on the productive networks in 
architecture which produce a totality and unity of its discourses. 
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that both spatiality and language are crucial in the construction of human 
subjectivity and in the constituent human subjectivity.8 My statement to 
foreground space is in the context of the primacy of language as a site of 
subjectivity.9 The question of the relationship between language and space 
is explored, a question which Henri Lefebvre addresses in the introduction 
of The Production of Space: 
to determine whether it is a bona fide issue or merely the expression 
of an obscure question about origins. This problem is: does language 
- logically, epistemologically or genetically speaking - precede, 
accompany or follow social space? Is it a precondition of social space 
or merely a formulation of it? Perhaps what have to be uncovered 
are as-yet concealed relations between space and language . . . 
(Lefebvre 1991; 16) 
8 By the terms 'construction' and 'constituent' I mean to emphasise that space 
and language are not external forces having a causal or dialectic relationship with 
human subjectivity, but that they are both the conditions and the- production of human 
subjecti.vity.o 
9 A number of major theorists _ including Foucault, Lefebvre and de Certeau differ 
from this narrative of the primacy of language. It is not that language is secondary to 
any other discursive practice but that it is entangled with other discourses, especially 
the discursive practices in and of space. Space also surfaces as a significaht condition 
and effect in Irigaray's theories of becoming a subject. My thesis elaborates on the 
work of these theorists. The context of the primacy of language is succinctly written in 
the introduction to Grosz' Sexual Subversions, the following summary is derivative of 
that text: 
Structuralism emerged as a major intellectual movement inspired by the work of the 
linguist Ferdinand de Saussure and by Freudian psychoanalytic theory. Saussurian 
semiology advocated a system of signification in which the sign is fundamentally 
dependent for its meaning and value on the entire system of signs. It was thus opposed 
to "the phenomenological vision of the subject as master of meaning and source of 
knowledge .... within structuralism the sign is dethroned from the centre of meaning 
and consciousness is displaced from the centre of subjectivity." (Grosz 1989; 10-11) 
Structuralists such as Claude Levi-Strauss, Roland Barthes and Jacques Lacan whilst 
developing theories specific to their disciplines, produced a 'structuralist' 
interconnection of all social phenomena by their common method of analysing the 
system formally, rather than materially: everything is 'structured like a language'. 
Language is at the site of subjectivity. However it is not a language of communication, of 
truth or of experience: "The subject is irremediably split, a being located in a 
conscious agency (which takes itself as master and knower) and in an unconscious 
agency (which is in fact the true locus of [the absence of] identity). Freud. Lacan 
claims. demonstrated the subject's radical inability to know itself. . . .JThe subject is 
not the master of language. its controlling speaker, but its result or product. "(Grosz 
1989; 10-11) In opposition to 'transparency theories of language', in which language 
might have had the role of a medium between an agent and the world, in 
poststructuralist thinking, language itself is problematised. It has lost its humanist 
role and yet its owl!. interrogation of itself occupies a central tenet in poststructuralist 
thinking. 
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Whilst in some recent texts space is conflated with architecture, my 
argument is that they are not the same thing. Architecture. like 
philosophy, differs from and defers to space. My argument is that space is 
implicit and imprinted within the form of architecture and yet it has no 
place in its representative functions. Architecture has a textual history. it is 
a part of the symbolic realm of language, and a part of existing knowledge-
power apparatus. Spatiality is perhaps better described as a precondition to 
form. It is neither subject nor object, and yet it is not inert or passive. it is 
not signifiable either by a discourse of abstract transparency or a discourse 
of empirical opacity. On a correlative level, form, which constitutes the 
discourse in architecture lends itself to the safety of the 'product'. the 
edifice, the resolved subject. Space as a trace of the site of becoming (a 
subject) is the term and the condition which, though imprinted in 
architecture, is kept mute: it is appropriated within the concept of form. 1 0 
Architectural discursive practices most probably suffer from too much 
"positivism." Practices of designing, building, teaching and writing in the 
current logic of late capitalism are pervaded by an - expediency in which to 
think !'critically" is seen as detrimental to architecture. Architects are 
suspicious of suspicion. The interests of critique are seen as antithetical to 
the architectural object. It leads even 'good' critics to end their texts with an 
inquiry about whether a "relentless engagement with self-criticism . . . 
might result in nihilism and cynicism, paralysing our ability to act, to build 
the world, both literally and metaphorically."(Gusevich 1991; 21) A 
profound distrust of "critical" theory, distinct from "design" theory, 
structures the architectural institution.! 1 
My position is that the institutional "limits" to architecture are fast 
producing an impasse for architecture in the ways it is seen to engage with 
cultural production. both literally and metaphorically. It is because I think 
that architecture is a crucial site in cultural production that I am critical of 
the institutional line of argument. My thesis, and especially the first two 
10 See my critique of 'form' in chapter One, in the section titled 'Autonomy'. See 
chapter Four for an elaboration of the claim about space in relation to language. Space 
is aligned with the body as the precondition for form, for language; it is the site of its 
birth and its obliteration. 
11 "Design" theory is a more or less prescriptive set of formalistic orders and 
princip~es which are intended to generate the actual design of buildings. In addition, 
the use of a "desi&.,.n" theory is intended to 'give' the building meaning beyond its 
empirical limits. 
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chapters, is an attempt to 'clear some ground' for a fertile productivity in 
architecture. Underlying the distrust noted above, is an assumption that an 
architectural 'edifice' is automatically, a creative and constructive act, and a 
piece of critical text, is not. Obviously an architectural edifice can be just as 
'destructive' as a piece of writing. there have been many such edifices 
discussed within the grand narrative. 12 And obviously "negative" texts, 
such as much of contemporary social theory, for example, Spivak's critique 
of the imperial project, are not necessarily 'destructive'. To be 'positivistic' 
in this context is to be complicit with existing 'violent structures', both 
epistemic and lived. Moreover, the effect of any work is not guaranteed 
even if the intention is 'positive'. 
My dissertation is divided into two parts which are distinct but 
interdependent. The role of chapters one and two is a "ground clearing" 
exercise; the methodology is "negative" in that it lays down and critiques 
some of the existing paradigms in architecture. The second part of the 
dissertation is "positive" in that it offers alternative ways of thinking about 
architecture. These chapters are marked by an excess which is seen as a 
feminine figure that does not fit neatly in current economies dominated by 
phallocentric imagery. Excess cannot be reduced to either an imagery of 'a 
woman dressed as a man' or 'a woman dressed for a man.' "She" is something 
other than these two poles of female sexuality. The other imagery of an 
ex c e s s are W 0 men themselves, as social beings. In this sense the figure of 
excess, for a privileged woman (theorist) is an other woman who is 
problematic for both phallocentric and dominant feminist discourses. 
Spivak's statement that her project "is the careful project of unlearning our 
privilege as loss," is crucial to the role of these chapters.(Spivak 1990; 9) 
The dominant discourses of feminism are likely to repeat the imperialist 
project whilst claiming a subjectivity for western woman. It points to 
repressions in feminist theories as well as repressions in the architectural 
discourse. 
There are some ambiguous, conflictual, contradictory· and blurred zones in 
the many positions in feminist theory. My thesis works with some of these 
12 In fact Charles Jencks has made history in coining the term 'postmodem' at 
3.32 pm. on 15th july 1972, the moment the Pruitt-Igoe housing development in St. 
Louis (a prize winning building) was dynamited as an uninhabitable environment for 
the low-income peopLe it housed. See Jencks, C. (1984) The Language 0/ Postmodern 
Architecture. 
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ambiguities and allows contradictions to surface. On the one hand there is 
the contention that "woman is already mapped onto women."(Whitford 1991; 
102) On the other, there is the confusion of terminology, as Whitford 
remarks, " male/female, masculine/feminine, 'men'/,women', man/woman 
etc. - I throw my hands in despair. There has been a proliferation of 
strategies, In which inverted commas and terminological precautions, . . . 
are meant to shield or disarm, and occasionally lunge at a real or imaginary 
opponent." (Whitford, 1991; 8) Like Whitford, I hope that the reader can 
follow my direction in the use of these terms. The problematic of an 
(im)possible dialogue with the other 'woman of difference' is explored in 
chapters three, four and five. (Spivak 1988) Each chapter deals with the 
different nuances of woman, the feminine, the other woman and women as 
distinct weaves, sometimes allowing one to surface more than another. 
Whilst the chapters are connected by their focus on the 'body' each chapter 
is a specific and distinct study. Each chapter is inspired by a situation in the 
urban environment. The studies, though, are not 'empirical' in the sense 
that they in any way claim to represent truth or social reality. Each is an 
interpretation. The work of some contemporary male theorists including 
Michel Foucault, Michel de Certeau and Henri Lefebvre is used for the 
discursive role each gives to space. In these works space is not seen as an 
inert matter as it has been traditionally located. Their work is crucial for 
opening the architectural discourse onto some new horizons and critiquing 
the philosophical arenas for their silent dependence on spatial metaphors. 
My use of the work of some contemporary female theorists including, Luce 
lrigaray, Gayatri Chakravorty Spivak, Sneja Gunew, Meaghan Morris and 
Elizabeth Grosz is for their theories on subjectivity, sexual difference, 
alterity and the body. Luce Irigaray's explorations of space. as well as the 
body and language, have been a profound inspiration; generative at many 
levels of the dissertation. 
My methodology in the first two chapters is a 'deconstruction' of some of the 
knowledge-elements that architecture depends on for its disciplinary 
structure. In chapter one I interrogate the role of the Fathers, Vision, 
Autonomy and Metaphor in the constitution of the dominant object of 
architecture. My argument is that these are sites of both 'productivity' and 
'repression'. By productivity I mean that these are some elements by which 
an entire body-politic of architecture is established, a history which I have 
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called a 'grand narrative', because it perceives itself as 'universal' though it 
is Eurocentric, phallocentric, and of the interests of ruling classes. The 
reason these elements are repeated and given textual space in my thesis is 
due to a recognition of the substantial power that they impose and therefore 
the extent of "ground moving" that needs to be done in architectural 
discourse. No doubt each one deserves an entire dissertation, my note of 
them is brief and fulfils the role to clear enough space to proceed with the 
thesis .. By repeating and interpreting the claims, arguments, logic and 
effects of these knowledge-elements, in a way whereby the text is burdened 
with its own repressions and dependencies, the grand narrative dismantles 
itself, it provides the basis for its own critique. 
This negative method is not to say that I do not have an agenda - my agenda 
is to interrogate the repression of difference,13 sexual and cultural, in the 
dominant discourse of architecture. My method is thus to loosen a few 
threads in the "tight garment" (Irigaray 1993;120) of the discourse and in 
the spirit of Irigaray, to intervene as a woman. (Whitford 1991; 13) It is a 
method which aims to open some space for an. (im)_possible encounter with 
the other; its desire is to engage, to wonder, to explore relations, to make a 
gesture towards the question of ethics and architecture. In the first two 
chapters the 0 the r is signalled by an essential concept - woman and 
mother. It is essential because the maternal-feminine is always already 
essentialized by the architectural discourse, as it is already essentialized in 
psychoanalytic discourse, argued by lrigaray, "maternity fills the gaps in a 
repressed female sexuality. "(Irigaray 1985b; 27) 
My negative methodology is not dismissive, there is an attempt to "negotiate 
with violent structures. "(Spivak 1993; 129) It does not simply throw out the 
knowledge elements cited above. Rather, through revision, they are used 
for the elucidation of a different narrative about architecture, one that has 
an obvious relationship to the grand one, but that nonetheless tells another 
story. The Fathers are not simply erased rather it is pointed out that the 
13 The following is a summary of Grosz' definition of difference which is useful 
for reading my thesis: 
Where dichotomy defines a pair of terms by a relation of presence 
and absence, or affirmation and denial, difference implies that each 
of the two (or more) terms has an existence autonomous from the 
other. Each term exists in its own right. Where there are two terms 
ma!ked by difference they are mutually exclusive but not mutually 
exhaustive. (Grosz 1989; xvii) 
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t ran s c end e n t a I dress that they wear makes them foreboding and 
unbearably light, they are judged as 'out of touch'. Vision is not simply 
dismissed, it is used as a base for a different way of looking, one that makes 
apparent what is not meant to be seen and therefore makes what is visible. 
intolerable. Autonomy is interrogated not as a condition in and of itself but 
in its role as a way of masking architecture's undeniable engagement with 
other discourses. My interrogation of Metaphor points to the way the 'body 
of woman' is em b e dd e d 14 in the discourse. Architecture is discursively 
contingent on this 'body-matter' as its constituent building block. I do not 
suggest that metaphors need to be discarded. but that 'woman' is somehow 
wrested from her bed. Initially this is by way of burdening the texts with 
their own unacknowledged dependence on the maternal. Whilst the role of 
this first chapter is to layout a negative ground against which to construct 
my argument, each section ends with a speculation, a promise, and an 
expectation. 
My argument on 'metaphor' is specifically on the 'cave' as an exemplary 
spatial metaphor with multival-ent references and associative meanings. 
This text has the role of a 'threshold' for the thesis, a threshold which is 
marked by the intimate and impossible relation of woman and her 
spatiality. It provides an opening to make it possible to proceed with the 
thesis. 
The 'body' of woman as a culturally produced terrain is the thematic thread 
that connects the chapters which follow, and which might otherwise seem 
highly eclectic. 
Chapter two uses a negative methodology in that it is a critique of the role of 
the 'body' in existing paradigms in architecture. It points to a substantial 
production of the 'body-architecture' relation, a central anthropomorphic 
tenet in architecture. It marks the violent repressions in the structure of 
this relationship which depends on repetitive ways of excluding, 
appropriating, imprisoning, and projecting onto the ·'body of woman'. My 
argument is that this us e of the 'body' does not lend itself to an architecture 
in which either sex, female or male can dwell, in a way that has potential 
14 I use this w ... ord in its associative sense with a mistress, a wife and a body 
constituted through the medical gaze. 
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for their own mobility and creativity, or for the possibility of an amorous 
exchange between them. 
Chapter two is a way of coming into focus after the broad vision of chapter 
one, it is a focus on the role of the 'body' in architectural discourse. It is, 
like chapter one, a 'ground-clearing' exercise but it points specifically to 
the severity of the way the architectural subject is closed to the encounter 
with the 0 the r. In the last section of this chapter, the argument is that the 
architectural subject's desire to dwell in a 'violent' environment is at great 
cost to a creative relation with the 0 the r. 
The specific urban situations on which chapters three, four and five are 
based mark both a 'limit' to the institutional discourse of architecture, and 
an excess in the urban environment. They are therefore potent sites for 
interpretation. Thus in chapter three, women's homelessness and women's 
refuge is an excess in the binary logic of the ideal city/dream house model 
which is "unsheltering" for women. Chapter three is a study of the body-
space reLation in its condition and effect on power and architecture. In 
chapter four, the 'migrant ho-use-' is an excess in the hegemonic mapping of 
Australian cities. It is a study of the body-space relation in its condition and 
effect on language and architecture. In chapter five, events and spatial 
practices in a Macedonian village are interpreted as an excess in the 
universalising discourse of proper place and proper form of architecture. It 
is a study of the body-space relation in its condition and effect on 'spatial 
practice', ornament and architecture, in which I argue that architecture is 
essentially sensual. 
Each chapter thus opens the architectural discourse onto a (feminine) 
impurity, an im purity because it is specifically that which the discourse 
guards itself against. My argument is that architecture is not confined to 
serving the dominant discourses and the 'elite' classes, it is not merely in 
the service of territorial claims for 'proper places'. It can 'improperly' 
construct conditions which are enclaves of resistance and spaces for the 
proliferation of [sexual] difference. My emphasis on these specific 'body-
spaces' is on the ways they 'caress' the tensile skin of architectural 
discourse and open new horizons of an ethics, a poetics and a politics of 
space. 
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The last chapter is a summing up chapter, but its method is reflective, 
rather than conclusive. It reflects on the itinerary/journey of the thesis. 
Its three terms, "Interruption, Resistance, Love," mark the three stages of 
the thesis as a temporal and spatial configuration. The process of writing a 
doctoral dissertation has involved a gradual erosion of resistances and this 
temporal journey is recast as the architectonic order of the text. The words 
in the title of the last chapter are intended for their resonance over a 
spectrum of political, theoretical and intimate associations, as this 
relatedness is what has mobilised the thesis. The thesis is not an answer to 
all or even some of the problematic sites in architecture; it provides a few 
spaces, folds and threads for potential fabrications and possible dialogues 
between architecture and [sexual] difference. This chapter is also 
speculative, a gesture that the journey has no end - while the thesis is 
complete, the work, the creativities, the poetics of potential other body 
spaces is always unfolding: 
Sexual difference would constitute the horizon of worlds more fecund 
than any known to date - at least in the West - and without reducing 
fecundity to the reproduction of bodies and flesh. For loving pa~tners 
this would be a fecundity of birth and regeneration. but also 
production of a new age of thought, art, poetry, and language: the 
creation of a new poetics. (Irigaray 1993; 5) 
The poetic words of Michael Ondaatje in his novel, In the Skin of the Lion, 
are appropriate for the beginning of a thesis, as they a for a novel: 
Trust me. this will take time but there is order here, very faint very 
human. (Michael Ondaatje. In the Skin of the Lion) 
illustration 1. Raphael (1483 -1520) : Room of the Senatura - School of Athens 
illustration 2. "'Harriet 
Hosmer on a scaffold with 
the Statue of Senator 
Thomas Hart Benton, 
1863. 
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chapter 1 
The FATHERS, VISION, AUTONOMY and METAPHOR 
FATHERS 
[see illustration 1] 
Raphael's painting titled "the School of Athens" is a representation of a 
Grand Narrative of History, that I believe architecture participates in. 
Architecture does not only participate in this narrative, this narrative is 
dependent on a spatial order that is assumed to be a pre-condition, as the 
painting illustrates. l Here are the Fathers of western knowledge, brought 
all together into an impressive spatial oneness as a metaphor for a 
Humanist (metaphysical, enlightened) unity. The spatial metaphor is 
significant it subordinates history (even as a chronology), the 
representation becomes anti-historical because of its omni-historicity. It 
collapses history within the one imaginary space defined by the very 
architectonics of its surface. Thus the Renaissance perspective grid frames 
the space, more specifically the architectonics of the arch, the vault, the 
vanishing point, is a spatial metaphor by which the Fathers are united and 
the narrative becomes omniscient - it transcends history, it transcends a de 
facto account of the significance of the Fathers. This image simultaneously 
represents and reproduces a Humanist ideology, a classical ideal. These men 
were the Founding Fathers and as such · they stood in judgement of 
architecture, of the 'Law and Language of Architecture", of the symbolic 
function of architecture: "the symbolic is the rule of the dead father, 
'stronger than the living one. "'(Gallop 1985; 107) They were the judges of 
me and my position in relation to architecture. They are my epistemological 
heritage. 
[see illustration 2] 
Any 'curriculum' text on the history of architecture - Nikolaus Pevsner, 
Banister Fletcher, David Watkin, come to mind - is underwritten by a 
chronology of the Fathers that make that history a grand narrative. As an 
undergraduate my engagement with this narrative is marked by a 
consistent absence of 'reflection' between these Fathers and my own images 
of 'self. There were limited narcissistic possibilities in the becoming of an 
architect (for me). A photographic image of 1863: an image of a very 
I will be discussing this dependence briefly in this chapter In the section on 
Metaphor. ' 
1 
15 
'proper' female sculptor,clothes pristine, standing at the top of a ladder, is a 
representation of my position in relation to the grand narrative of history 
of architecture. She is chipping away at a mammoth rock which is a statue 
of a senator, a bigger than life piece, and probably four times her size. My 
own methodology in relation to the Fathers of an architectural heritage is 
not one that only "chips away" at that most massive solid rock, rather, the 
image of the difference between the 'senator' and the 'female sculptor' is 
used in a way in which its insistence on a 'natural' division between the two 
sexes is problematised. It recognises that this sexual division cannot be 
simply by-passed. Luce Irigaray, who is frequently accused of essentialism, 
uses a methodology which does not underestimate the 'essentializing' effects 
and the scale of patriarchy: 
The 'natural' division into two sexes cannot by ignored, since it has 
provided the imaginary basis for the patriarchal division of roles. If 
Irigaray insists on the 'natural' division, it is because she believes 
that the weight of patriarchy is too heavy to shift in any other way. 
As in the martial arts, she is using the opponent's weight against 
itself, using the essentialism of patriarchy as. a lever. (Whitford 
1991; 93) 
Many contemporary theorists have interrogated western philosophical 
history for the ways it has systematically defined an impossible relation 
between woman and subjectivity. (Grimshaw 1986; Lloyd ; Jardine 1985; 
lrigaray 1985a; Kristeva 1986; Derrida 1987) 'Woman' as a philosophical 
construct has stood for the 'other' of man, and 'man' is the figure of the 
western subject. Whilst this is a metaphoric delineation, my emphasis is that 
there is a connection (complex and problematic as it may be) between 
'woman' in western philosophy and women in western society. It is, in the 
Irigarayan sense, an attempt to confront the 'double gesture of exclusion', 
which is the complicity between conceptual paradigms (woman/man) and 
social reality (women/men). In a very real sense, 'woman' is always already 
mapped onto 'women'; therefore, a metho<dology which is often misread as 
'essentialising' might be an attempt to not underestimate the intersection of 
the forces between thought and society.2 I am stating this as a premise 
from which to discuss how the figure of the Father functions in the grand 
narrative of architecture. 
2 I discuss this briefly in "Vision" (this chapter), and again in chapter Two. 
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A grand narrative of history appropriated by architecture is anchored in a 
linear tracing of 'master architects', a temporal lineage which takes the 
form of a metaphoric 'father-son' relationship. Significantly, this 
reI ationship is mediated by the architectural edifice, the 0 b j e c t of 
architecture. 3 Out of the general milieu of architects, only a few 
individuals are constructed as master architects, these architects are seen to 
have sublime agency in cultural production, above ordinary architects and 
ordinary persons, they are seen as the genius-artist/scientist-creator. A 
grand narrative creates its genius architects, it creates its creators.4 It 
structures architectural knowledge in idealistic terms in which master 
architects are inscribed as the 'gifted' individuals who have essential 
vision. 5 Architectural discourse establishes knowledge as vision. Vision, 
specifically, in this context is the act of an autonomous 'genius' architect -
autonomous because the narrative assumes and therefore, claims, that he is 
lifted out of the mundane and the everyday. Thus the master architect, the 
architect as creator, is abstracted from all existential matter and cultural 
representation and production 
commitments, all labours of love; 
subsistence, body, relationships, 
but also from all socio-political 
circumstances. The master architect is the 'universal subject' personified 
within the architectural discourse. The theoretical commitment to a 
universal subject is a focus of feminist theoretical interrogation and 
intervention, as Elizabeth Grosz demonstrates in an article "What is Feminist 
Theory?": 
The commitment to a universal subject of knowledge, a subject 
presumed to have certain qualities and features: the ability to 
separate him self from feelings, emotions. passions. personal 
interests and motives, socio-economic and political factors. the past. 
one's aspirations for the future etc. This subject of knowledge is 
capable of achieving distance from the object known, thus being able 
to reflect on it. It is, however. a subject incapable of accepting its 
own limits, its materiality and historicity. its immersion in socio-
3 See chapter Two for further 
mediates this relationship. 
discussion on how· the architectural 'edifice' 
4 Irigaray's theory of 'the same' 
rather than two which she names a 
chapter Two. 
and 'semblance', of the history of one creator 
'hom(me)osexual' history will be elaborated in 
5 See this chapter, section on 'vision'. My terminology here is drawn directly 
from Louis Althusser's theoretical development of what knowledge as VISIon is in the 
context of empiricist or classical idealist knowledge. a knowledge that refuses the 
roles of labour and production. 
1 7 
economic and political values. The subject is conceived as 
disembodied, rational, sexually indifferent subject a mind 
unlocated in space, time, or constitutive interrelations with others (a 
status normally only attributed to angels I cf. Irigaray, 1984)(Grosz 
1986; 199) 
Some critics have claimed that there has never been a master subject. an 
agent of history and culture. arguing that [he] is just part of the paternal 
fiction.{1ardine 1985;45) My emphasis is on the argument that a linear 
history of the 'master subject' has been central to cultural production. 
especially for the architectural narrative. The creation of master subjects is 
a central mechanism of this grand narrative of history. Alice Jardine 
describes such a subject: 
From the stoics to Descartes and on through even the greater part of 
the twentieth century, the logic of the subject has based itself upon 
the practice of the sign, on language as transparence, the neutral 
agent of representation and communication. This subject has never 
questioned itself, has never truly doubted itself - it never had an 
unconscious in any case. It has been the master of its discourse, a 
Man.(Jardine 1985;45) 
A number of feminist theorIsts have critiqued this construction of the 
'master' or 'universal' subject. Alice Jardine points out the circularity of the 
discourse arguing that the very 'concepts' that are assumed to 'hold up' the 
structure of philosophy, also depend on being 'held up' by the structure 
itself. In her text, G y n e sis, Alice Jardine argues that a history of the 'master 
subject' is located within a philosophical tradition that is structured by the 
"Big Dichotomies".6 These have never been sexually neuter, they are the 
classically heterosexual couplets of Western philosophy. 7 And the· subject of 
metaphysics, Jardine claims, is the ego cogito - Man in History. Man of 
Progress. Contemporary subjects such as 'technocrat' and 'femocrat' are 
6 Jardine 1985;71. Expression borrowed from Meaghan Morris. 
7 See chapter Two for a list of these couplets. See Jardine (1985; 72). This 
narrative has enabled the possibility of Man giving form to content. One of the 
originary dichotomous relationships which have largely· determined our ways of 
thinking up until the nineteenth century, is between techne and physis, time and 
space . The Greek and Roman Techne is the semantic and ontological origin of modern 
processes and conditions - technique, technology. Jardine argues that History is the 
narrative of Techne ; throughout this history of metaphysics the female properties -
Nature and Space -could only be thought through the techne - through a language of 
technique and technology. The techne has been seen as the active, masculine aspect of 
'creation'. While technologies of knowledge have changed, history, as the process of 
techne has remaint!d, and so has the subject of that process. 
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valorized even within the present crisis of this subject narrative. Moreover, 
these 'dichotomies' are not symmetrical, they are hierarchical: the 
feminine side is constructed as the 'other', the 'lack' the 'compliment', the 
'opposite' to the masculine side. 
The image of the 'fathers of modernism,' or as Pevsner titles them, the 
pioneers of modernism - Le Corbusier, Mies Van Der Rohe, Walter Gropius 
(to name a few)- represent one side of the characteristics of the subject of 
modernism. The modem industrial man which is perhaps best described by 
Max Weber, as instrumental, rational and active. (Dickens 1981; 20) An 
agent of progress, especially technology, and history and the making of the 
world. Dickens, a marxist-architectural critic, demonstrates ·~that the 
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particular mode of Le Corbusier's projection of the architect as the rational, 
calculating man was a variation of Weber's idealisation of the engineer. The 
modem movement with its emphasis on technology and the urbanisation of 
space had a particular relationship with the figure of the engineer. Stylish 
pictures of Le Corbusier and Mies van der Rohe, with horn-rimmed 
spectacles, briar pipes and catastrophically fit~ing clothes, can be seen as 
the very personifications of modern industrial man as typified by Max ~ 
Weber. He[sic] is a rational, conscious, autonomous, instrumental agent, not 
only fully in control but able to plan and change the social. and urban 
world. S 
This is one image of the modernist subject. Frederic Jameson emphasises a 
different modernist subject in his seminal essay "Postmodernism, or the 
Cultural Logic of Late Capitalism", a subject that runs alongside the 
instrumental agent, above, and is most likely even within the same identity, 
as the 'foreign other within the self. Such a subject is best exemplified in 
the Expressionist movement in architectural figures such as Mendlesohn 
and Taut, a subject structured by the theme of alienation in which a 
8 Beatriz Columina tells a very interesting story of Le Corbusier's strange 
involvement in the effacement of Eileen Grey's name from architectural discourse, 
miswriting her riame at a time when she was potentially a recognised figure in the 
architectural arena. It is an account of Le Corbusier's own obsession which led him to 
'gaze' at the house designed by Eileen Grey, E1027, a house specifically built on a site 
that disabled observation. Eileen Grey left the house. A photograph of Le Corbusier, in 
the nude, painting a mural on the main wall inside the house, does not require a 
psychoanalyst to speculate on the layerings of house/female body, wall/hymen, 
man/stranger/entry. The criss-crossing of male desire, master subjectivity, power and 
the capital economy produce in this story an impasse for female subjectivity in the 
modernist context. Beatriz Columina, Paper, Melbourne, 1992. 
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presupposed 'internal' subject is separated from a hostile world. These 
architectural figures are related to painters such as Edvard Munch and 
Vincent Van Gogh. Jameson describes Munch's Scream as a "canonical 
expression of the great modernist thematics of alienation, anomolie, 
solitude, and social fragmentation and isolation, a virtually programmatic 
emblem of what used to be called the age of anxiety."(Jameson 1984;61)9 He 
describes this subject as a 'monad', an individualistic subject in which the 
notion of 'expression' assumes a division between inside and outside. A 
heroic and tragic thematic runs through the monadic subject, there is a 
sense of pain within that has not had a language until the moment of 
carthasis, in which the 'emotion' is released, as a scream, a cry, a gesture, a 
desperate externalisation of an inward feeling. (Jameson 1984; 61) 1 0 
Perhaps not quite like the master subject of the Renaissance, the 'universal 
man', this modernist subject is nonetheless centred in that as the container 
of all those 'human' experiences - pain, anxiety, solitude - the individual 
has/is the 'inside'. This presupposition of an alienated/separated ego is at 
once what centres the subject, that is the subject is an enclosure, he has a 
definitive ide-ntity, and that which provides the condition for a dialectic 
between inside and outside. 
Susanna Torre's question "Why have there been no great women 
architects?" (Torre, 1977; 10) is endemic of a particular feminism in which 
female desire is framed within masculine discourses of greatness and 
mastery of subjectivity, but it is relevant for my argument as a way of 
problematising and en-gendering the history of master subjects. The 
problem with this question is that like other works in the areas of cultural 
production which aim to document women's hitherto invisible 
contributions to architecture (or art) is its prescription of a liberal 
bourgeois humanism. Underlying its aim to join men in a sexually neutral 
utopia is an argument in which the conservative basis of capitalist and 
patriarchal society are left unquestioned individualism, humanism, 
gender choice - are the limits of this argument rendering it unhistorical 
9 Jameson, like all cntics is very selective in the narrative of history that he 
constructs, thus he makes no mention of an 'instrumental rational subject' that Max 
Weber advocated; although this might not seem to be relevant in Jameson's analysis of 
the aesthetic of modernism, given that his essay has a large section on architecture and 
space, I think it is important to consider the historical subjects within architecture. 
10 These thematics are represented in the texts on the Modernist architects and on 
Modernist Architectu,re; for example the title given - The Heroic Period - demonstrates 
the theme of alienation. 
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even though it may entail a study of chronological history. In this context 
"woman" becomes a transhistorical and transcultural concept which masks 
both the liberal feminist ideologies at work as well as the particular 
masculinist myths of modernism. 
This. question, however, foregrounds the historical relation between the 
subject of modernity and women architects, the construct of architect and 
the construct of woman within modernity. Griselda Pollock, an art historian 
argues that the feminine of Master has a totally different meaning. 
Referring to the title of a book she co-authored, Old Mistressess ll rather 
than Old Masters "alludes to the unspoken assumption in our language that 
art is created by men. The reverential term "OId- Master" has no meaningful 
equivalent; when cast in its feminine form, "Old Mistresses"; the 
connotation is altogether different, to say the least." (Pollock 1981; 21) Its 
particular sexual overtones marks the place of the figure of 'woman' in the 
establishment of the system of master subjects. Thus, 'woman' cannot enter 
the 'school' of the master subject as 'woman' - she is either cast as an object 
of sexual exchange, a 'mistress', or she must dress as a 'man' and parade as a 
'master' . 
Luce Irigaray puts forward the argument that there is only one model of 
human subjectivity and that it is a singular male model. 12 This, she argues 
constitutes a conceptual economy of the sam e (sex), it is based on a copy or 
semblance with the one masculine subject. The construction of 'others' is 
only as variations to this singular type of masculine subject. Thus 'man' is 
instituted as the norm against which others are measured. For this reason, 
"women cannot enter philosophy as women." (Whitford 1991; 101) Susanna 
Torre's response to the negative question above, "Why are there no great 
women architects?" is "there are no great women [architects] because 
women are incapable of greatness." (Torre 1977; 10) Though Torre is 
sarcastic and calls this reponse "insidious," my agreement with this 
response is in the context of Luce Irigaray's claim that the conditions under 
which "greatness" is represented is an economy of "truth" and that this 
economy is used to justify the exclusion of women from the scene of 
This is the title of the book. II 
12 This argument is dependent on her inscription of an imaginary, that is informed 
by a morphology of the male body. See chapter Two for an elaboration. Also Whitford 
1991, chapter Three.,; and Grosz. 1989. p.10S for an interpretation of the one masculine 
subject. 
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representation. 'Woman' enters philosophy in the form of the feminine, a 
metaphor for 'non-truth' or appearance. But this entry is problematic 
within itself and has paralleled a continuing exclusion of women from both 
philosophy and the social community. This scene of representation 
governed by the economy of 'truth' allows only one (masculine) subject, the 
same, or a variation of that subject, the other of the same, which is the 
feminine in philosophy, to take the stage. Whilst it is presupposed that 
women or men can occupy the position of a masculine architect, (though 
the statistics in history are not so equal) in this narrative 'woman' 
superimposed onto 'women' does not measure up to "greatness" or "truth;" 
"she" is a more or less inadequate version of the male masculine subject. 1 3 
Moreover, there is no possible condition for an "architectress," or in 
Irigaray's terms, the other of the other. This economy in which a position 
of mastery appropriates differences within its parameters has been named 
a "phallologocentric" economy, governed by the phallus and the logos 
together,14 as lrigaray claims: 
Now, this domination of the philosophic logos stems in large part 
from its power to reduce all others to the economy of the Same. The 
teleologically constructive project it takes on is always also a project 
of diversion, deflection, reduction of the other in the Same. And, in 
its greatest generality perhaps, from its power to eradicate the 
difference between the sexes in systems that are self-representative 
of a "masculine subject." (Irigaray 1985b; 74) 
Irigaray claims that we live in a ho(m)mosexual culture, by which she does 
not mean the practice of homosexuality, which is in fact taboo, because the 
social contract between men requires a sexual contract which gives men 
access to women: 
13 Moira Gatens (1991) argues that it is not only gender but the body on which that 
gender is lived that is central to the humanist narrative. Thus what is valorized is not 
masculinity but male masculinity, not an 'architect', but a male architect. 
14 I will borrow from Grosz (1989; xix - xx) definitions to introduce these terms: 
The phallus is the key signifier of the law of the father, it is the term which guides the 
child to its place as a subject, an'!', within the symbolic order. Logos is a term which 
refers to the dominant form of metaphysics in western thought in which the logic or 
reason of an argument is represented as a unified conceptual order. It is a system 
which seeks the real and the true, the presence of being and knowing as pure 
unmediated form. Phallo(logo)centrism is a form of logocentrism in which the phallus 
takes on the function of the logos. The term refers to the ways in which patriarchal 
systems of representation always submit women to models and images defined by and 
for men. It is the submission of women to representations in which they are reduced to 
a relation of dependence on men. 
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Which means that the possibility of our social life, of our culture, 
depends upon a ho(m)mo-sexual monopoly? The law that orders ours 
society is the exclusive valorization of men's needs/desires, of 
exchanges among men .... Not an "immediate" practice but in its 
"social" mediation. From this point on, patriarchal societies might be 
interpreted as societies functioning in the mode of "semblance." The 
value of symbolic and imaginary productions is superimposed upon, 
and even substituted for, the value of relations of material, natural, 
and corporeal (re)production. (Irigaray 1985b; 171) 
It is important to make a brief detour into the notion of the 'phallus' as it 
figures in psychoanalytic theory in order to demonstrate that this grand 
narrative of architecture is squarely within a phallologocentric economy. 
The notion of the 'father(s)' is elaborated in psychoanalytic theory as the 
Founding Father or the name-of-the-father. Jane Gallop, a feminist-
psychoanalytic theorist, states that according to the new Father's (Jacques 
Lacan) rereading of the old Father's (Sigmund Freud) (both dead): "The 
legal assignation of a Father's Name to a child is meant to call a halt to 
uncertainty about the identity of the father. If the mother's- femininity 
(both her sexuality and her untrustworthiness) were affirmed, the Name-of 
the Father would always be in doubt, always be the subject to the question of 
the mother's morality. Thus the Name-of-the-Father must be arbitrarily and 
absolutely imposed, thereby instituting the reign of patriarchal law." 
(Gallop 1985; 39) The unconscious, which is where Lacan locates 
subjectivity is "structured organised and made meaningful only in terms of 
a key or threshold signifier, which represents language and embodies the 
Father's Law: the phallus."(Grosz 1989; 20)15 The symbolic order, whether it 
be in the realm of language or architecture. is the realm of the phallus. It is 
the realm of language, of law, of institutions. The 'father's law' thus defines 
the realm of the signifiable and of representation. 
Jane Gallop discusses the readings and mis-readings of Lacan's phallus 
presenting Lacan's explicitness as to what the phallus is not - it is not a 
15 
. It is impossible for me to go into Lacan's theories of the subject in this thesis, 
for a brief discussiolJ. see Grosz 1989, for an extensive discussion see Grosz 1990 and 
Gallop 1985. 
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fantasy, not an object, but least of all an organ, least of all the penis. 16 It is 
however confusing as to what the relationship between the phallus and the 
penis is. The phallus, according to those that read Lacan 'right', is 
intrinsically neutral, as Lacan says. "the phallus is a signifier." (cited in 
Gallop 1985; 137, 139) It is neither on one side nor the other of the sexual 
divide, no-one can own or possess it. it is a metaphor, a linguistic term 
which functions only by virtue of the entire structure of language.(Grosz 
1989;20) Gallop attempts to read the phallic signifier accurately, claiming 
that this is harder than one would think; yet against her resistances she 
cannot bypass the "the masculinity of the phallic signifier [which] serves 
well as an emblem of the confusion between phallus and male which 
inheres in language, in our symbolic order. "(Gallop 1985; 140) The Name-of-
the-Father legitimates a father-son relationship as an institution to avoid 
the incest taboo, a particularly linear relationship between men. Within 
this institution each sex is constructed as masculine and feminine through 
his or her relations to the phallus. Men's and women's identities as 
masculine or feminine with reference to biology is confused by them with 
this signification: "The masculine is positioned as having the phallus by 
virtue of his illusory conflation of the organ (the penis) with the signifier 
(the phallus). The feminine is positioned as being the phallus by virtue of 
her anatomical sex being regarded as the absence or loss of the (male) 
organ. "(Grosz 1989; 21) In a different context, Gayle Rubin argues that 
within patriarchy the female body signifies a matrix for the phallus to pass 
through but never settle there. (Rubin 1975; 192) The significance is that 
what is legitimated and instituted is a paternal genealogy disavows. denies 
and suppresses a maternal genealogy: 
For woman is traditionally a use-value for man, an exchange value 
among men; in other words, a commodity. . . . Women are marked 
phallicly by their fathers, husbands, procurers. And this branding 
determines their value in sexual commerce. (Irigaray 1985b; 31) 
POSTMODERN (NON) FATHERS 
Frederic Jameson, argues that the postmodern condition is marked precisely 
by the 'death of this master subject': "the end of the autoIl'omous bourgeois 
monad or ego or individual", in which "the alienation of the [modernist] 
16 
. "The phallus in Freudian doctrine is not a fantasy . . . . Nor is it as such an 
object ..... It is ~ven less the organ, penis of clitoris, which it symbolizes", quoted in 
Gallop 1985;136. 
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subject is displaced by the fragmentation of the subject." (Jameson 1984; 63) 
But what does it mean for a feminist reader to know that postmodernist 
practices work towards the 'de-doxification' and 'deconstruction' of the 
individual bourgeois subject whose historical subjectivity is written as 
male? What does it mean and in what capacity does a feminist engage with 
the methodologies and practices of a particular version of postmodernism in 
which a monumental sense of loss (of authorship, master subjectivity) 
underwrites the enunciative positions, given her d iff ere n t historical 
relation to the narrative of human(ist) subjectivity? 
Some feminist theorists claim that postmodernism is homologous with 
feminism and that to set these 'movements' in opposition is to undermine 
their mutual influences. Sneja Gunew, a cultural theorist who has written 
on feminism and cultural difference, argues that the 'other', woman or 
migrant, has always been in the condition of postmodernity, a fragmented 
subject, therefore, "the dismantling of hegemonic categories is facilitated 
by the proliferation of difference rather than the setting up of binary 
oppositions that can merely be reversed, leaving structures -of power 
intact."(Gunew I-993b; 1) Gayatri Chakravorty Spivak, a marxist-
deconstructionist-feminist theorist reminds feminist theorists that they are 
privileged to speak, however tokenistic their position, and that the project 
is "more of unlearning that privilege as a loss, "(Spivak 1990; 9) This is a 
caution for the (western) feminist theorist to be aware of the other women 
of difference who cannot be represented within her generalisation. 
Meaghan Morris, a cultural theorist, makes an obvious point in an 
insightful way, that women theorists are not listed in the compilation texts 
and bibliographies that are intended to frame the postmodern debate: 
It would be hard to deny that in spite of its heavy (if lightly 
acknowledged) borrowings from feminist theory, its frequent 
celebrations of 'difference' and 'specificity', and its critiques of 
'Enlightment" paternalism, postmodernism as a publishing 
phenomenon has pulled off the peculiar feat of re-constituting an 
overwhelming male pantheon of proper Dames to function as ritual 
objects of academic exegesis and commentary. (Morris 1988; 12) 
Why indeed, if as these theorists argue postmodernism as an intellectual 
movement is entangled with the history of the women's movement and 
feminist theory, are the names that are circulated in the poslmodernist 
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discourse, and I will specifically look at the architectural circuit, still the 
proper names of the fathers, brothers, sons? 
Postmodem practices are intending to put into a discursive arena the old 
divisions between high and low culture, divisions between state and 
corporate 
authorship 
power, divisions between theory and practice, questions of 
and subject positions. These are familiar territories for a 
'feminist reading postmodemism'. Constructions of the subject operating 
within architectural discourses in postmodemity are often a reaction to the 
previous constructions of the architect as master subject - the universal 
man and the instrumental man. Largely, there is a complete departure from 
any social or political stances that might have been perceived in the past 
which have been reconstituted as the base for a humanist subjectivity. 
However, interrogation of the premises of architectural productions and 
practices disclose internal limitations of the possible architect-subject 
positions in operation within the architectural discourses. In recent social 
critiques, including those of Diane Ghirardo and Vincent Pecora, the subject 
positions of contemporary. architects has come under some heavy scrutiny. 
- -
._. . 
While many leading contemporary architects intend to address the conflicts 
within postmodemity, what they leave sacredly untouched is 'the architect', 
he [sic] "remains safely insulated from all those "complexities and 
contradictions" outside the boundaries of the discipline, a discipline 
increasingly defined precisely by such insulation." (Pecora 1991; 49)17 
There are those that take on a master subject position while in fact 
professing otherwise, a silent oversight given their work is centred on the 
decentering of this subject. Peter Eisenman manages to take up the 
speaking position, the "I" in the following declaration of his singular 
(non)gift: "I alone among architects . have the courage (or the humility) 
to admit that architecture can fulfil no higher moral imperatives - it exists 
for itself alone." (Pecora 1991; 59)This self-referentiality is a particular 
mode of legitimisation of the new version of the 'petty bourgeois ego', a 
SUbject that is marked by a postmodern autonomous individualism. This 
statement requires a lengthy response about the many ways that it 
reconstitutes a master subjectivity which is not possible here, suffice to 
17 Pecora argues that the present architects positing architecture as a necessary 
critical activity means that this "critical process takes place more or less in the 
autonomous realm oJ a great tradition, which in turn manifests itself in the individual 
artist."(Pecora 1991; 50) 
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point out one: if one of the effects of postmodernism is a double coding that 
it is both in complicity and critical of political agendas, Peter Eisenman's 
proclamation is in essence a 'truth claim', a claim of mastery. To claim to be 
apolitical as many 'postmodern' architects do, almost as 
identity, is merely to reverse the economy of 'truth', merely 
which maintains a binary logic between truth and 
multiplicity or plurality based on this 'reactive' position is 
indifference to sexual, class and ethnic difference. It is 
alterity. 
a statement 
a reaction to 
non-truth. 
practiced as 
a disavowal 
of 
it 
A 
an 
of 
Diane Ghirardo has another response to this disclaimer in her critique of 
Daniel Libeskind, a leading intellectual figure in the architectural 
profession. He describes architecture as "that divine luxury of faith, 
highest crystallization of the material liberty of humanity, its imagination 
and spirit" and Ghirardo adds, "that has been fatally contaminated by the 
sordid realities of late capitalism." Libeskind takes refuge in refusing to 
build at all - Ghirardo argues, "his is not an architecture in the world. but 
an architecture as some transhistorical. mystical ideal." (Ghirardo 1990; 237) 
.The paradox is that while architectural practitioners (including designers, 
-
historians, educators) guard themselves in the illusionary paradise of an 
autonomous field they are complicit with the ideologies they regard as 
pollutant, but more than this, "the degree to which each refuses to engage 
. in the world, however corrupt and contaminated, is the degree to which 
both are finally inconsequential." (Ghirardo 1990; 238) The logic of late 
capitalism. to use a phrase coined by Frederic Jameson. is the dominant 
ideology that these architects are complicit with in ways parallel to their 
critiques. Ghirardo argues that while it is valuable for architect's to disclose 
how 'power' structures the building industry, and therefore it might be 
intelligent not to build at all. she argues that this position manifests in a 
political practice itself. "It is more than a poetics: it is a politics, it is a 
pedagogy, it is a practice. And in the form in which it is presented to 
students and practiced by the followers of Libeskind, it accomplishes much 
the same ends as the narrow practice of which it is so critical: it permits the 
patronage. exploitation, development, and commodification to continue 
undisturbed." (Ghirardo 1990; 237) Ghirardo is referring to the specific 
modes in which this work is 'consumed' - museums, galleries, private 
collections. reproductions, publications - and also to the formation of 
'private' schools - "funded by high tuitions and hence available only to the 
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very wealthiest of students. "(Ghirardo 1990; 238) What I want to emphasise 
here is that the particular mode in which postmodernism is appropriated 
within architectural discourses leaves intact the narrative of master 
subjectivity. It actually reconstitutes a 'master subjectivity' that I think is 
specifically premised within the postmodern condition. The consumption of 
the work by these architects - the 'Circle' is their self-appointed title - by 
students and other architects, is in some ways a traditional pedagogical 
relationship between master and student. What is specific however is the 
context of a late capitalist society - the information society - which 
produces a kind of global colonisation by these 'masters', not restricted 
geographically or culturally. It is a society in which the commodification of 
art is by now well and truly established. authorship both of 'designer 
products' (such as the Rossi coffee pots) and 'high art' products (Libeskind 
drawings) reinforces a particularly commodified version of a 'master 
subjectivity'. In a different way the space of the 'international conference' 
is a postmodern context for the construction of celebrity figures seen as a 
highly explosive mixture of teacher and superstar. 
These new masters have new modes by which they claim. while- disclaiming 
the position of 'mastery' - they play, they are naughty, they parody, they 
kill, they dissect - all in a space, a virtual (private) schoolground perhaps. 
It is a space that plays at being beyond morality, beyond ethics, and I will 
argue later beyond any possibility of mediation with the other, with the 
mother or with significant others. In this context a 'feminism reading (this 
particular version of) postmodernism' is in a position to critique it. The 
very disclaimer of 'mastery' is a mode by which these architects are 
inscribed in the history of paternal linearity, the father-son historical 
chronological narrative. In rejecting and setting oneself in opposition to 
the humanist or modernist fathers, these figures perpetuate a linear 
narrative that removes itself from the present situation, the present 
moment which is not linear in that it is "a particular overdetermined 
conjuncture of a complex social formation." (Geras 1977; 73) The linear 
narrative is ahistorical and transcendental. I want to emphasise the self-
referentiality that is specific to postmodernism in the example of the 
'postcard series'. The 'postcard series' comprises of 'postcards' of individual 
architect's heads, as architectural representations plan and elevation 
drawings - marked by the architect's 'individual' design style. Thus the 
architect's design product as plan or elevation. returns back to the subject, 
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the architect. A true example of a postmodernist idiom "the subject of one's 
own object." 
This particular version of an architectural postmodernism perpetuates the 
narrative of master subjects, the chronology of 'fathers' and repeats the 
gesture of excluding women. A multiplicity without the labour and 
cautionary politics of difference can exclude women (and othe r s) just as 
certainly as the 'one' and the 'same' subject of humanism. 
I want to end this section with a statement by Luce Irigaray that refers to 
the way the symbolic has by passed the mother-daughter relationship, this 
relationship remains unrepresented in conceptual economies: 
The mother-daughter relationship is the dark continent of the dark 
continent. (quoted in Whitford 1991;77 from Irigaray, Le Corps-a-
corps avec fa mere, 1981 ;61)) 
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VISION 
In The Production of Space, an extensive text elaborating on the inadequate 
theorisations of space, Henri Lefebvre, a French intellectual, marxist 
philosopher, but hardly a feminist,18 (who would be horrified, I am sure, to 
be used in this way,) proclaims: 
The phallus is seen. The female genital organ representing the world, 
remains hidden. The prestigious phallus, symbol of power and 
fecundity, forces its way into view by becoming erect. In the space to 
come where the eye would usurp so many privileges, it would fall to 
the Phallus to produce or receive them. The eye in question would be 
that of the God, that of the Father or that of the Leader. A space in 
which this eye laid hold of whatever served its purposes would also 
be a space of force, of violence, of power restrained by nothing but 
the limitations of its means. This was to be the space of the triune 
God, the space of kings, no longer the space of cryptic signs but 
rather the space of the written word and the rule of history. The 
space, too, of military violence - and hence a mas cui in e 
space:(Lefebvre 1991 ;262) 
This passage is remarkably similar to a somewhat more lucid vision of Luce 
Irigaray's, also on the visibility of the penis, the invisibility of the vagina, 
and the dominance of the Eye in Western philosophy, as Lefebvre calls it. 
Margaret Whitford describing Irigaray's position, claims: 
Western systems of representation privilege seeing : what can be seen 
(presence) is privileged over what cannot be seen (absence) and 
guarantees Being, hence the privilege of the penis which is elevated 
to the Phallus: 'Nothing to be seen is equivalent to having no thing. 
No being and no truth'. (Irigaray 1985a; 48 cited in Whitford 1991; 
88) 
18 Lefebvre includes surprisingly feminist statements throughout the book, and I 
would argue that· his central theme of a reconstruction of a theory about the body as a 
space, in space and making space, has many parallels to feminist theories of the body 
especially in their ontological and historical relation to women, to the female body. 
This remains however a silenced and repressed aspect of Lefebvre's analysis and would 
indeed alter his theory radically if it were taken up as in the sense of sexual 
difference. His position in relation to sex/gender as a significant factor in the 
construction of the body and therefore of space is ambiguous to say the least, whilst 
there is a dismissal. of its possibility of having a central role, it surfaces throughout 
the text. 
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In attempting to set out an interrogation about vision within and as it is 
appropriated by architectural discourse some complexities need to be stated 
at the beginning. A grand narrative of history appropriated by 
architecture blurs the boundaries between the visual, visibility, visuality, 
see i ng, optics, and vis ion. 19 This has a number of effects including a 
difficulty in avoiding ambiguities and overlaps, a problem which I will 
explore rather than confront. Another effect is suggested by the two 
quotations above: in the context of both Lefebvre and Irigaray 
demonstrating that the 'logic of visualisation' dominates a western 
theoretical economy, they argue for the way this 'visibility' mediates a 
popular cultural conflation between the penis and the Phallus. thereby 
coding the female sex as 'absence' and effacing 'sexual difference' from the 
symbolic order. While this argument about the Phallus does not stand up 
against some psychoanalytic defences of the Phallus as a non-aligned 
signifier. it explores with a 'blurred vision' what the connections between 
the Phallus and the penis might be. The question of Phallus. penis and 
visibility comes together in a powerful 'objective' product that is almost too 
blatant _ and embarrassing to talk about - the tower. So here again I will 
quote Lefebvre, the statement p-receding the passage cited above: "The 
verticality and political arrogance of towers, their feudalism. already 
intimated the coming alliance between Ego and Phallus. Unconsciously. of 
course - and all the more effectively for that." And Michel de Certeau who 
put it all together nicely: "To be lifted to the summit of the World Trade 
Center is to be carried away by the city's hold. One's body is no longer criss-
crossed by the streets that bind and re-bind it following some law of their 
own; it is not possessed - either as user or used . . . . His altitude turns him 
into a voyeur. It places him at a distance. It changes an enchanting world 
into a text. It allows him to read it; to become a solar Eye. a god's regard. The 
exaltation of a scopic or a gnostic drive. Just to be this seeing point creates 
the fiction of knowledge."(de Certeau 1985; 123) In this statement the two 
extremes of vis ion as appropriated by architecture are evident - the 
excessive visibility of the tower and the subject of vision (of knowledge) 
positioned at the top of this tower. It is also evident that the subject and 
object in this situation are in acomplicit relationship with respect to 
19 I have italicised seeing and vision because 'of their double sense in philosophy: 
historically referring. to a transcendental gift of seeing with the soul (as in the 
Platonic structure) yet subsuming and substituting the corporeal capacity 'to see'. 
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knowledge is political. A grand narrative in the history of architecture can 
be identified as a classical idealism and would fall into Althusser's broad 
category of e mp i ric ism. along with humanism and classicism. The 
empiricist conception of knowledge is defined as the "abstraction by the 
subject of the essence of the object. The process takes place between a given 
subject and a given object. To know is to abstract from the real object its 
essence. the possession of which by the subject is then called 
knowledge."(Holmes 1992) The subject in this case may by an individual. a 
historical subject. or a class of the state. and the object is the object of study. 
Whatever particular variants this concept of abstraction may adopt it 
defines an invariant structure which constitutes the specific index of 
empiricism. (Althusser 1979; 35, 313) 
Althusser points out the situation in the classical philosophies of vision. 
"which are very embarrassed by having to say both that the light of vision 
comes from the eye, and that it comes from the subject, from the eye 
(mind's eye) of a subject which see s." He explains this by stating that the 
. "the sighting is thus no longer the act of an individual subject; endowed 
with the faculty of 'vision' . the sighting is the act of its structural 
conditions, it is the relation of immanent reflection between the· field of the 
problematic and its objects and its problems." By describing vision as a 
condition of the production of knowledge. "it is the field itself which see s 
itself in the objects," Althusser contests the religious dimension in the 
relationship between subject and object, interrogating the 'essential' 
reading of light and vision. (all citations Althusser 1979; 25) 
The Renaissance obsession with the geometrical configurations of the 
circle is exemplary of this idea that the real object has an essence which 
must be abstracted. The religious dimension in the relationship between a 
given subject and a given object is an elaboration of the transcendence of 
the architect through the creation of the perfect church building - "Those 
architects who could produce accurate results [appear themselves] like 
demigods, 'come semidei" (Wittkower 1949; 14) This is exemplified in the 
multitudes of designs and drawings for centralised churches. It 
demonstrates a search for perfection in architecture. a perfection which 
would be manifested in the form of the 'perfect object'. Rudolf Wittkower, 
an acclaimed historian of this period. states that, within "a hierarchy of 
building culminating in the house of God [it] must be worthy of the 
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perfection of God himself."(Wittkower 1949; 12) Genius was exemplified in 
those architects who could envision the true essence of a building. The 
master architects were seen to be gifted with this vision. Great architecture 
was seen to be the creation of a mystical psychic/physiological process that 
belonged to the architect-creator. Knowledge as vision is seen to belong to 
the gifted few, the architect-creator, and the sublimeness of the object is 
assessed purely on its visual effect. 
In Architectural Principles in the Age of Humanism, Wittkower states that 
the Renaissance church is the architectural culmination of a long history. 
He claims that the geometrical definition of God through the circle was 
central to the cosmological myth in Plato's Ti mae us, and that this 
comprehension of God through the mathematical symbols - centre, circle 
and sphere - were developed through mediaeval philosophy and theology. 
The Renaissance church was seen as the essence of the absolute object, and 
in it - God - was captured and revealed: 
The man-created[sic] forms in the corporeal world were the visible 
materializations of the intelligible mathematical symbols, and the 
relationship between the pure forms of absolute mathematics and the 
visible forms of applied mathematics was immediately and 
intuitively perceptible. For the men of the Renaissance this 
architecture with its strict geometry, the equipoise of its harmonic 
order, its formal serenity, and above all, with the sphere of the dome, 
echoed and at the same time revealed the perfection, omnipotence, 
truth and goodness of God. (Wittkower 1949; 29) 
This statement by Wittkower seems to argue that the object of architecture 
encapsulated in the church, the architectural edifice defers back to an 
omnipresent subject - God - by a strange turn of logic. That is the 
architectural object represents perfection - God. It is evident then that as 
Althusser speculates, a knowledge as vision is founded upon a religious 
essence. The relation to reality is through the spiritual essence of the 
object. In the specificity of its appropriation by architecture the object as a 
geometric materiality becomes the medium through which the spiritual 
subject is recorded, represented and reproduced. There is in this structure 
of knowledge an isomorphism between the object of architecture and the 
transcendental subject: the object as essence of a cosmic harmony produces 
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and reflects a transcendental capacity in the subject.22 Wittkower, states 
that a reading of the Renaissance architects "leads one forcibly to the 
conclusion that the geometry of the circle had an almost magical power 
over these men." (Wittkower 1949; 19) 
A strict application of Althusser's critique of knowledge would designate 
that architectural knowledge is necessarily an ideology rather than a 
'scientific' knowledge because its practico-social function is more 
important than its theoretical function. While I agree that a grand 
narrative of history appropriated by architecture is an ideology in these 
terms and is distinct from a reflexive theory or a critical knowledge, I will 
depart from Althusser on the point that this is because of its dominant 
practico-social function. I will be arguing more from a reading of Michel 
Foucault's theories on the connections between space, knowledge and 
power. 
The notion of ideology has been significant for a dominant narrative of 
history in architecture and initially, I want to discuss, its structural 
operation as a knowledge of vision. As an ideology a grand narrative in the 
history of architecture governs the very problems it wants to solve, it sets 
out its horizon, which is the visible and definite structured field of the 
theoretical problematic. My argument in this thesis is that within this 
horizon the female body, the feminine, woman and women are invisible. So 
is sexual difference or difference of any kind - cultural, class, race, 
ethnicity. This is not to imply that they are outside this knowledge, they are 
in the dark, they are in the inner sanctum of neglect, what Althusser has 
called the inner darkness of exclusion: 
the invisible is defined by the visible as its invisible, its forbidden 
vision: the invisible is not therefore simply what is outside the 
visible (to return to the spatial metaphor), the outer darkness of 
exclusion, - but the inner darkness of exclusion, inside the visible 
because defined by its structure. In other words. the seductive 
metaphors of the terrain. the horizon and. hence the limits of a visible 
field defined by a given problematic threaten to induce a false idea of 
the nature of this field. if we think this field literally according to 
22 In chapter Two I will analyse how this isomorphism is reproduced in in the 
relation between an imaginary which is masculine. and a hom(m)osexual world in which 
only men are subjects. 
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the spatial metaphor as a space limited by another space. outside it. 
(Althusser 1979; 26) 
Althusser's critique of the spatial 
definition of two different types 
metaphor is in 
of metaphor: he 
the context of his 
is very critical of 
metaphor as resemblance, as in the spatial metaphor, but claims that in 
philosophy you can only think through metaphors. In this latter use, 
metaphor is the trace of the production of knowledge. I will elaborate on 
metaphors later in relation to the archetypal spatial metaphor, the cave, in 
its role as an imaginary origin for western thinking. Here I want to use a 
spatial sensibility to read Althusser's layering between inside/outside and 
invisible/visible. Althusser claims that a spatial metaphor produces the 
illusion that what is not visible in the structure of this knowledge is 
necessarily outside it;23 that is, by deferring to space and by inducing an 
illusive/allusive spatial realm of physical limitations the implication is 
about boundaries. Yet as Althusser points out the structure of a knowledge 
as vision is that it is infinite, that it has no boundaries, and that its 
implication of being infinite is because all its limits are within its structure: 
all limits of the visible are internal, it carries its outside inside it, 
Hence. if we wish to preserve the spatial metaphor. the paradox 
of the theoretical field is that is infinite because definite space .... 
. by excluding what it is not. makes it what it is. (Althusser & Balibar 
1979; 27) 
To sense this spatially rather than reading it through the spatial metaphor 
might lead to a different interpretation A perusal of the spaces that have 
been invisible in this narrative include - the megaron. the crypt. the attic, 
the bedroom. the scullery. - spaces that are indeed internal, spaces which 
23 Althusser explains this double meaning between reality and ideology: 
Ideology represents the imaginary relationship of individuals to their 
real conditions of existence. 
We commonly call religious ideology. ethical ideology, legal ideology, 
political ideology, etc., so many 'world outlooks'. Of course, assuming 
that we do not live in one of these ideologies as the truth (eg. 'believe' 
in God. Duty, Justice, etc.. . ). we admit that the ideology we are 
discussing from a critical point of view, examining it as the ethnologist 
examines the myths of a 'primitive society', that these 'world outlooks' 
are largely imaginary, i.e. do not 'correspond to reality'. 
However, while admitting that they do not correspond to reality. i.e. 
that they constitute an illusion. we admit that they do make allusion 
to reality. and that they need only be 'interpreted' to discover the 
reality of the world behind their imaginary representation of that 
world (ideology = illusionl allusion). (Althusser 1972; 162) 
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fit in the category of the inner darkness of exclusion within an 
architectural structural division between inside/outside, invisible/visible, 
female/male. It is evident that these spaces are not outside the architectural 
structure, they are indeed placed and put in their place, inside III order not 
to be seen. Spatial interiority is appropriated by a theoretical structure 
which divides interior/exterior as a division between invisible/visible and 
inessenti aI/essen tial: 
. . . the invisible thus disappears as a theoretical lapse, absence, lack 
of sympton .... oversight." (Althusser 1979; 26) 
This ideology engenders a hierarchy of what is to be made visible and what 
invisible, what is constituted as essential and what as inessential. The more 
it establishes knowledge as presence, the better able it is to guarantee itself. 
It relies on establishing the unity of absence and presence in presence and 
of the visible and non-visible in vision. (Holmes, 1992) Knowledge as vision 
is reproduced by seeing the thing correctly, which means by seeing the 
visible and not seeing the invisible, or as Althusser puts it "its non-vision of 
its non-objects" where it "scans its non-objects and its non-problems 
without seeing them, in order not to look at them."(Althusser 1979; 27) Most 
texts on architectural theory are caught within the mirror reflection of 
knowledge as vision, perhaps blinded by the light and therefore cannot 
begin to 
possibility 
imagine the possibility of oversight, sometimes even if this 
is perceived, the 'thing' that was left out of discourse is 
reattached as an appendage as is evident with 'vernacular' architecture or 
'primitive' architecture. Of the very few critiques within architectural 
discourse about these oversights, an article by Peter Dickens, "The Hut and 
the Machine" is quite direct and concise. As with much classical Marxist 
criticism its focus is class division and this has its own theoretical 
oversights (for example sex/gender). However, Dickens has a useful 
analysis of architecture's role within the ideological structuring of social 
conditions. He points out that to see ideology as a kind of false consciousness 
is a major misrepresentation of Marx's analysis, emphasising that forms of 
ideology constitute lived realities. Jean Grimshaw in Feminist Philosophers 
explains: 
Roughly, an ideology, according to Marx, is a set of ideas which are 
used to legitimate the interests of a dominant group or class and 
subordinate other social groups to those interests (though they are 
not necessarily held by all members of a dominant group with that 
explicit intent). But ideologies are not merely ideas ; they are lived, 
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III the sense that they help structure not merely social relationships 
in general but also people's motives . and beliefs about 
themselves.(Grimshaw 1986; 100) 
Dickens uses Althusser's theory of allusion/illusion as a relation between 
ideology and reality to explain the role of architecture: 
Every ideological representation is in a way a representation of 
reality, it somehow make allusion to reality but equally produces 
only an illusion. We understand too that ideology gives men some 
kind of cognition of their world - or rather, by allowing them to 
recognise themselves in their world. gives them some recognition 
while at the same time leading them to a misappreciation of their 
world. Ideology, considered from a point of view of its relation to 
. 
reality, yields only an allusion to reality which is always 
accompanied by an illusion, a comprehension accompanied by a 
misapprehension. (Althusser, cited in Dickens 1981; 21) 
Dickens explains that architecture, seen as an objective reality in a class 
society necessarily alludes to unequal economic and political power but that 
through an emphasis on themes such as rural nostalgia and technical 
progress, the persistent hut and machine paradigm, its so called objective 
reality serves to draw attention away from themes of oppression, discipline, 
domination, exploitation. It 'serves to filter out areas of potential social 
conflict'. This Marxist analysis then leads Dickens to make the following 
three propositions which deal mainly with class ideology and material 
history: 
1. There is no working-class architecture. Architecture as cultural 
form is indeed a product of dominant social classes. 
2. Allusion and illusion are achieved by the process of 
universalisation and, specifically, by not referring to the present. A 
continuous and dialectical process is evident. whereby architecture 
either makes nostalgic reference to an idyllic, pastoral and pre-
ideological past or reference to an unattainable technological and 
post-ideological future. 
3. Architecture, as we have seen, has legitimated itself in the past in 
many ways, but the archetypal rustic hut and the machine are the 
two main modes by which contemporary building form not only 
legitimates itself, but also suppresses uncomfortable social themes 
(particularly the fundamental capital-labour antagonism) and 
emphasises themes conducive to social harmony and mass loyalty. 
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All three propositions are useful for my thesis in that they explain how 
architecture produces and reproduces ideologies. My specific argument is 
that architecture's blind spot. or in Althusser's terms. a major non-vision of 
its non-object. its inner darkness of exclusion is paradigmatically 
feminine. 24 
To return to that founding gesture of this grand vision of philosophy and 
architecture - in this knowledge of vision. the polis. is an essential idea that 
has been reproduced throughout the history of architecture. Woman and 
women are excluded from the polis. but within this narrative this is a 
theoretical lapse, oversight, repression. It is just a non-vision of a non-
object. I will be discussing the polis in chapter two, suffice to say that 
, 
entangled in the discourse of the polis is the actual exclusion of women 
from the central space of the ancient city. the agora. and the actual 
containment of women in the 'dark' privati sed domestic ~paces. 
Metaphorically, the 'place' that women are kept, can be seen as the 
'darkness of the inner sanctum of neglect'. 
Part of Irigaray's emphasis is that there is a connection between woman's 
position within western thought and women's position in western society. 
Whitford demonstrates Irigaray's argument that an economy of truth which 
characterises a knowledge structured on the principles of vision is used to 
justify the exclusion of women. She points out that in the setting out of its 
horizon a number of interwoven themes result in the impossibility of 
philosophy to think sexual difference - even in its 'end-of-philosophy' 
form, sexual difference cannot be encompassed. These points include - "the 
relegation of women to the status of appearance, non-truth or any of the 
other forms of 'otherness' which· 'woman' signifies in philosophy" and the 
"domination of a scopic economy." (Whitford 1991; 102) The intention of a 
knowledge as vision is to oppose 'truth' and 'appearance': women cannot 
speak as women and as truth, because truth has a universal character and 
women cannot speak for the universal. In this economy of vision and 
optics, sexual difference. female sexuality, "her se~ual organ represents the 
24 In chapter two I will re-present an expose of this in three moments of 
architecture's grand narrative. arguing that this narrative entails a repression and 
disavowal of a female ontology. an unacknowledged use of the maternal-feminine, an 
elision of femaleness and women from western epistomological processes and 
structures. 
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horror of nothing to see. A defect in this systematics of representation and 
desire. A "hole" in its scopophilic lens. "(Irigaray 1985b; 25) 
The paradox in this economy is in the structure between the subject and the 
object in its transformation from the concrete to the abstract, in which 
visuality, which is to say, appearance, is the departure point for vision, 
which is to say, truth. It is only as the abstract object that the idea can claim 
to be universal, but as Althusser argues, this is not without its blurred 
divisions between a 'real' object and its abstract form. Althusser's 
arguments about the relationship between abstract and concrete are that: 
liThe starting point of the knowledge process is conceived as 'a purely 
objective "given"', i.e. as something immediately visible and accessible to 
direct observation. But since what is so given is supposed to be the real 
(object) itself, the concrete, the starting point for knowledge must be 
concrete reality .. this conception of knowledge (and here is the _.crucial 
step in Althusser's argument) presupposing as it does a reality with two 
parts, actually inscribes within the structure of the real object to be known, 
the knowledge of that object. It does so by equating knowledge with one 
part of the real object, the essential part. "(Geras 1977; 63) Thus the 
empiricist conception of knowledge "confuses thought with the real by 
reducing thought about the real to the real itself." (Althusser 1979; 87) The 
blurred division between, polis as a spatial metaphor in philosophy and, 
po Ii s as city, is repeatedly reproduced throughout the history of 
urbanisation - as acropolis, metropolis, megalopolis, multifunction polis. In 
these terms the polis as a transcendental idea within an economy of truth 
and vision is always already inscribed onto the city, the concrete reality. 
But also as Althusser argues this form of knowledge, in taking thought to be 
one part of the real, the 'essential' part, thought is reduced to empiricism. 
Knowledge as vision is quite different to Althusser's conception of 
knowledge as production in which the distinction between concrete and 
abstract is transposed into the realm of thought itself, and abstract and 
concrete there become raw material and product respectively of the process 
of production of knowledge. It takes place entirely within 
thought.(Althusser 1979; 42) The raw material is never just a given, it is 
never concrete reality; it is always a worked -up material consisting of 
abstract concepts which are the product of a previous practice. It always 
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consists of abstractions, ideas, intuitions, which are themselves the result of 
previous ideological practice and of other subsidiary practices.(Geras 1977) 
While within the grand narrative, III the classical idealist mode of 
knowledge men could be giants, demi-gods even, the reading backwards of 
this history reveals a much more complex configuration than the fairy tale 
of masters and masterpieces would allow the visibility of, in Althusserian 
terms, Ita section through the historical process will reveal, not an original, 
omnipresent essence, but a particular overdetermined conjuncture of a 
complex social formation."(Geras 1977; 73) Thus if we are to strive towards a 
critical theory we need to suppress the ideology, we need a particular kind 
of reflexivity that tries to disclaim the prominent role of the knowing 
subject, the architect as creative genius, we' need to concern ourselves with 
the non-objects that have been invisible, and with our labour, engage in 
knowledge as production. 
My interest in Michel Foucault is in his emphasis against a tendency in 
philosophy, the tendency of putting 'space' on the side of the 'practico-
inert', while reserving for time the great questions of project and history, 
an emphasis in which he departs perhaps radically from Althusser. 
Architecture's dominant practico-social function would have placed it 
outside knowledge in Althusser's division between scientific knowledge and 
ideology. Foucault's theory about the connections between space, knowledge 
and power have been radical in their particular emphasis on the 
'spatialization of power'. Space, rather than being inert and passive, is 
recognised as a site of production. Spatialization, is a significant technology 
of power: power becomes acceptable or tolerable through its spatialization 
or the way it is given to be seen. A central connection between architecture 
and power is the way in which 'the art of building' is an art of rendering 
visible. John Rajchman, translator and critic of Michel Foucault, has a 
direct interpretation "architecture helps "visualize" power in other ways 
than simply manifesting it. It is not· simply a matter of what a building 
shows "symbolically" or "semiotically". but also of what it makes visible 
about us and within us."(Rajchman 1988; 103) Foucault's discussion of space 
is related to the problem of visibility in two ways: knowledge (savoir) 
requires and sets up a way of spatializing itself, a sort of 'technology of the 
visible'; and the way spaces are designed to make things seeable. (Rajchman 
1988; 103) 
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History as a "visualization" is a scheme through which things are given to 
be seen. it belongs to the positivity of knowledge and power of a time and 
place. It is a sort of 'positive unconscious' of vision. and of knowledge as 
vision. which determines not what is seen. but what can be seen. Foucault 
uses two modes in which to alter the positivity and acceptability of a 
structure of vision: visibilities - refers to a history not simply of what was 
seen. but of what could be seen. of what was seeable. or visible; evidence -
translates as 'self-evidence' - that which is taken for granted or accepted 
without question. The latter is a part of what makes a 'strategy of power' 
tolerable, despite its difficulties. it is related to the acceptability of a 
practice.(Rajchman 1988; 93) Rajchman claims that Foucault does not look 
either at the empirical world of self-evidence, the world made visible. nor 
within himself for the inner truth, "when a philosopher 'sees' something 
problematic or disfunctioning around him [sic ], he doesn't turn h~~ eye 
around to the ideals in whose light the problems appear as imperfections or 
counter-instances; he doesn't turn it within to see the true authentic self in 
whose light the problems figure as distortions or mystifications."(Rajchman 
1988; 108) He describes Foucault as a great seer. a voyant, in that to see the 
events through which things become self-evident is to be able to see in 
what ways they may be intolerable or unacceptable. I would also describe 
Luce lrigaray as a voyant in this sense of the term. 
There is a huge distinction between Foucault's and Irigaray's vision and the 
classical humanist vision as the basis of a grand narrative of architecture. 
Thus Foucault is not 'against vision' as a strategy to 'denigrate' the visual. 
and he exercised vision as a 'critical' art.(Rajchman 1988; fn4) This was 
specifically against others who sought to discover the 
visuality or opticality of the object, an essence which 
essence of the 
was 
rooted in the classical self-evidence, that Rajchman describes 
historically 
as a self-
declared positivism. 25 Thus the strategy is to see what has been made 
invisible especially by a narrative in which vision as a transcendental 
capacity and visibility as an empirical condition are well and truly blurred. 
25 I would use the same argument against "the famous "eye" of the formalist critics 
that has learned to see only forms." and that in turn transferred to architect [he refers 
to painters and sculptors] "as an obligation to "purify" his [sic] visual intelligence by 
seeing his [sic] object in "purely" formal terms."(Rajchman 1988; 97) 
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In response to the beginning of this section, I will quote Luce lrigaray on 
the (im)possibility of a sex for woman. Her creative imagery serves not only 
to reverse the very logic of optics that structures philosophy but also 
engenders a reinscription of a female morphology: 
So woman does not have a sex organ? She has at least two of them, but 
they are not identifiable as ones. Indeed, she has many more. Her 
sexuality, always at least double, goes even further: it is plural. ... 
"She" is indefinitely other in herself. This is doubtless why she is 
said to be whimsical, incomprehensible, agitated, capricious . . . not 
to mention her language, in which 'she' sets off in all directions 
leaving 'him' unable to discern the coherence of any meaning. . . . For 
in what she says, too, at least when she dares, woman, is constantly 
. 
touching herself. . . For if 'she' says something, it is not, it is 
already no longer, identical with what she means. . . 
contiguous. It touches (upon). (Irigaray 1985b; 28-29) 
rather, it is 
Irigaray is arguing that 'woman' as other does not 'fit' neatly within this 
economy of vision. This does not mean that 'she' should not intervene as 
w 0 man. Irigaray insists that woman must put herself in the sphere of 
discourse, into words, images and symbols, and I would add into space. I will 
leave vision here and take up the notion of touch in relation to spatiality 
again in chapter six. 
AUTONOMY 
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The idea of autonomy gives architecture an as-if status. It makes 
architecture seem to be detached while in fact it is engaged. It makes 
architectural practice appear to be a purely psychological. if not 
physiological. drive while in fact it is a social institution. It makes 
architects appear to be serving the desire of all while they are 
serving the interests of certain groups only. The idea of autonomy is 
related to different groups in different ways. It is therefore a 
multifunctional instrument that permits intellectual elites. court 
nobility. merchants. and financiers to cooperate at a moment when 
their interests coincide, so as to reinforce each other's 
position.(Lefaivre and Tzonis 1984; 31)26 
Architecture has historically established its institutional place in both the 
academy and the professional arena by claiming a limit to its engagement 
with other discourses, especially economic, political, cultural, or more 
_ specific and relevant to my thesis, discourses of gender, ethnicity, class. 
Architecture is of course complicit with these discursive practices and yet it 
deploys some traditional tenets by which it believes itself to be autonomous. 
My argument is that the idea of autonomy in architecture is largely 
established on the premise that architecture is believed to be constituted by 
its for m: formal manipulation alone transforms a building into. a 
meaningful architectural edifice. Formalistic analysis of a select 
chronology of buildings has been the 'grounding structure' for the 
discipline of architecture; together, form and chronology, have 
predetermined the parameters of architectural discursive practice. The 
discourse is reproduced by way of reduplicating, copying. referring to the 
same formal ordering principles. It might be described in Irigarayan terms, 
as a system of semblance. 
In this system, fo rm is the essential object of architecture. Form is an 
immaterial concept. It is a metaphor that stands for built form-space. It 
can only signify that which is representable within an economy of vision, 
a paradigm of optics governs representation in architecture. As a metaphor 
26 This is one of the very few articles that is a critical writing on the idea of 
autonomy in architecture. Frampton (1991) has written an article "Reflections on the 
Autonomy of Architecture: A Critique of Contemporary Production" in Out of Site, 
which I think falls back into a defensive attitude about a 'pure' object of architecture. 
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it dissolves space, making it transparent, representing the transparency, 
the immateriality of built space. You could say that space is therefore 
something o the r than form; space has a materiality, form is an 
abstraction. 27 
Architectural history is predominantly a valorization of the architectural 
edifice as an object 'floating in space'. It is externally viewed and analysed 
according to visual criteria - composition, proportion, historical reference. 
These are some of the mechanisms by which it is measured. These 
mechanisms are underwritten by a 'distant view' whether this be by 
perspective drawing or camera lens or computer representation. Whilst this 
history speaks of architecture's symbiotic relations with wealth- and power, 
through patronage or capital, its parameters of distance and exteriority, 
also tell another story. A story of exchange, exclusion, objectification, 
which begs the question of ethics in architecture. The division between 
architect (designer or historian) and the patron is complicit with the 
division between exterior-viewer/interior-owner. The privatisation of 
architecture has culturally reinforced this external viewing of 
architecture through history. 28 The architectural edifice is graspable -as - a 
total form only from a particular distance 'outside' it. The edifice is also the 
architect's 'object of desire', it is the unattainable object in this political and 
economic division between the architect and the patron. Desire in this 
context is thus marked by an exchange value, and the object is valued 
according to this exchange. Public/private divisions are conflated in the 
construction of the architectural object, it is constructed as the desired but 
unattainable 'private' object of 'high culture'. Architectural discursive 
practices circulate this imagery of architecture in both popular and 
intellectual arenas. What then is the nature of ethics inherent in this 
history of. architecture constituted by an external representation of its 
object? 
Autonomy effects a privatisation of architecture on a number of levels 
which are suggested by Lefaivre and Tzonis in an incisive article that 
27 For a different elaboration of this argument see Lefebvre, 1991; 140. 
28 My emphasis on the privatisation of architecture is not limited to a narrative of 
palazzi, villas, mansions, but the way the architectural edifice becomes a 'private' 
space, the way it is modelled on a 'private' house. This is evident in the ways that the 
'camera lens' peeps into the 'big house' as in Parliament house and the way it is not 
allowed to peep into the courthouse. 
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specifically deals with this concern, "The Question of Autonomy in 
Architecture." One level is the fundamental conflict between the 
privatisation of architecture and its traditional social use. Lefaivre and 
Tzonis argue that Alberti inscribes a division between a conceptual 
autonomy in architecture and the actual work of an architect. While Alberti 
presents a notion of an individualistic drive to seek visual pleasure in a 
building as natural, he does not approve of the process of production of 
design being turned into an intimate, hedonistic, asocial act;· the designer 
must work towards a social product. (Lefaivre & Tzonis 1984; 32) This 
'natural' individualistic drive however begins to overlap with an 
inscription of an eroticization of architecture. Eroticization incribes a 
pleasure of the sexual body that overlays onto the visuality of bUildings.29 
Privatisation as a political strategy is displaced by privatisation as an 
individualistic drive. The building as a symbol of the power and prestige of 
the court nobility is displaced by an individualistic way of looking that 
turns the surface of the building into the skin of a (female) body. Here, 
autonomy is associated with the individual spectator who has the privilege 
of experiellcing a visual pleasure in viewing the building. The rise of 
individualism masks the specific social position of a particular individual, 
supposedly any individual can experience such visual pleasure. The luxury 
of 'taste' in the rise of a nobility class (precursor of the bourgeoisie) is 
taken out of the political context by way of an aesthetic eroticization that is 
a 'natural' capacity of an individual. The overlay of sexuality, which is 
always already constructed as a domain that is outside of politics, onto the 
visual effect of a building privatises the architectural image. The political 
effect is, however, a legitimisation and an aspiration and desire of the 
private interest: the view of private . lives of the nobility classes have always 
been of interest to the public. (Dis)connections between aesthetics, 
sexuality and politics has allowed for a history of autonomy. 
Lefaivre and Tzonis· argue that the· idea of autonomy in architecture is 
historically specific and intrinsically linked with the problematic of formal 
29 For example, Poliphili cited in Lefaivre & Tzonis 1984; 31. Also, Polyphilo: or the 
Dark Forest Revisited an Erotic Epiphany 0/ Architecture, by A.Perez-Gomez. The 
blurb in the MIT catalogue had this to say: "This remarkable book explores the origins 
of architectural beauty in the dynamics of sexual desire. Perez-Gomez retells the love 
story of the famous Renaissance novel/treatise Hypnerotomachia Poliphili in late 
twentieth-century terms." What it fails to mention is the central role of the female 
body in the construction of an erotics in architecture. a role that is also evident in 
Halo Calvino's Invisible Cities. 
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visibility, the paradigm of optics in architecture. They mark Alberti's 
treatise on architecture as the first major theoretical statement of the 
autonomy of architecture. Alberti states: 
It is the Property and Business of the Design to appoint to the Edifice 
and all its Parts their proper Places . . . Nor has this Design any 
Thing that makes it in its Nature inseparable from Matter (neque 
habet lineamentum in se ut materiam sequatur) (bk. I, chap.!). "We 
can," he continues, " in our Thought and Imagination, by settling and 
regulating in a certain Order, the Disposition and Conjunction of the 
Lines and Angles" (Alberti bk. 1, chap. 1 cited in Lefaivre & 
Tzonis1984; 29).3 0 
Lefaivre and Tzonis point out that "Design" for Alberti is the formal 
organisation of the building preconceived in the mind; "Design" is what 
determines the "Pleasure and Delight" in the looking at a building and it is 
the role of the architect as an "Ingenious Artist", autonomous from the 
'manual Operator" (Preface) that can conceive and contrive "Design". This 
role is stressed again and again throughout the treatise. Alberti's treatise is 
seen as an historical pivot at the moment 'design' is separated - from -the 
'craft' of making a building. With the advent of drawing as a foremost 
representation of design the idea of autonomy in architecture is more fully 
constituted. Various translations of Alberti's Ten Books allude to these terms 
differently 
-
sometimes translated as "Design" or "Idea" (bk. 9, chap. to). 
Each term however, refers to the "reduction [of the building] into lines." 
The term lineamenta which is translated as "lineaments" is a most 
significant concept for the way that architecture is held within the grasp 
of its representation in drawing. Alberti advocates that architecture begins 
with the lin e am e n t a, architecture begins with the outline of the 
architectural project in the mind) 1 It then merely has to be expressed from 
the architect's internal lineamenta to the external lines on paper, into a 
representational drawing. It can be argued that systems of representation 
in architecture have been dependent on linear modalities of connection. 
The relationship between the subject and the socio-spatial world is 
30 Their retracing of this history includes reference to the treatise of Vitruvius, 
De Architectura and to writings of Democritus and Lucretius in which the building is 
perceived as a formal object that can be optically corrected according to the desired 
perceptions of the viewer. See Lefaivre and Tzonis 1984. 
31 Lefaivre & Tzonis (1984;31) note these terms as an extension of Vitruvius's 
dispositio or ideae. Catharine Ingraham (1991;74) notes that "lineaments" encompasses 
'Unes' and linear characteristics'. 
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governed by these systems which "assume that the world can be translated, 
word for word, form for form, into a representation."(Ingraham 1991; 64) 
It is evident that form and the . optic mechanisms of judgement are 
entangled in the architectural discourse. Lefaivre and Tzonis explain how 
the 'visual' practices serve as a mask for the institutional limits to 
architecture, establishing its autonomy on three levels: 
the psychological, that there is an autonomous agent in man seeking 
visual pleasure in buildings; the formalistic, that the visual 
organisation of buildings can be abstracted and analysed in terms of 
autonomous attributes; and the institutional, that the production of 
visual pleasure through buildings and formal organisation in 
architecture is handled by the identifiable autonomous group of 
"Ingenious Artists." (Lefaivre & Tzonis 1984; 29) 
The paradigm of optics in architecture is an effect of an idealization of two 
theoretical claims: 
i. That a mathematical order underlies the development, and elaboration 
of architectural form. Proportion, symmetry, composition, are the criteria 
by which this abstract order is evaluated in architecture. According to this 
theory 'good' architecture may be generated by a step by step process. 
ii. That 'pure' geometries inher 'transcendental essences'. These are 
known as the Platonic solids. A theory which focuses on the final form of 
the building. (Hillier 1985; 66) 
Hillier, an architectural theorist, argues that "the central aim of 
architectural theory - from Vitruvius to Le Corbusier - has always been to 
arrive at some description of the abstract principles underlying order in 
architecture. "(Hillier 1985; 66) He points out an intriguing oversight ill the 
way that architectural theory established the idea that the 'Platonic solids' 
comprised of spheres, circles, cones, cubes, and cylinders, an· idea that 
constitutes the visual and symbolic elementary forms of architecture. 
Hillier explains that Plato had not discovered the 'fact' that only five 
regular solids were possible (origins of which are unknown). But more 
importantly that Plato's use of this 'fact' was in Tima e us, in relation to the 
theory of the 'four elements' of earth, air, fire and water, in order to 
construct a theory of the micro-structure of nature. He argues that Plato's 
theory is very practical and does not lend itself to ideas about 'mystical 
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geometry' and that it is a slippage in the history of logic to get from Plato's 
theory to the architect's elementary forms - a 'persistence of error' in the 
history of architecture. 
The first theoretical claim above, Hillier argues, is based on the 
Pythagorean idea that order in nature is founded on regular ratios that can 
be expressed as relations between whole numbers, "All is Number," was the 
Pythagorean concept.(Wittkower 1949; 27) Numerical theories or orders are 
proto-scientific: they postulate an underlying numerical order in nature, 
and propose to reproduce it in the 'man-made' world of architecture. This 
idea that nature is a map of mathematical ratios has had the effect of 
rendering the abstract principles of architecture as nat u r a I, that is 
architecture is naturalized through its mathematical ordering. Hillier 
argues that such theories de-socialise architecture, as they posit the 
'eternal truths of form' thereby removing it from the cultural and social 
relativities. 
The claim for autonomy is dependent on an abstract mathematical system 
which- presupposes an affinity with the harmonies of the universe. A 
causal and circular argument underwrites this logic: 1. The universe is 
constructed in terms of harmonies; 'nature' is reconstituted as an abstract 
system of measure, nature is a science; 2. The universe and nature are then 
able to be measured, and their secret harmonies are able to be pursued and 
discovered by Man; 3. From these measures an abstract mathematical system 
is translated in the terms of spatial and compositional geometries; the desire 
here is to translate the universal harmonies into visual harmonies (an 
example is the theories which relate music harmonies with architectural 
visual harmonies); 4. Sets of geometrical configurations, spatial and 
compositional principles, orders generate a series of architectural proper 
forms; 5. An abstract system is spatialized in the (im)materiality of built 
form; a language of architecture is established. 6. The architectural form is 
then judged according to its visual effect, whether it is pleasing to the eye; 
knowledge is constructed and judged as vision; 7. Architecture is 
objectified; the architectural object is viewed as a for m and judged 
according to the mathematical order which was presupposed in the first 
place. In this scene of representation a 'sublime object' is established 
according to a presupposed mathematical order of the universe. 
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On the question of how an object transcends into the realm of the sublime, 
Jacques Derrida, a major contemporary theorist, argues that within a 
tlgeometrico-mathematical horizon," it is only within the unity of this 
horizon that a debate of whether transcendentality is an impossible ideal or 
a methodological rule can be understood. He argues, only "within something 
like the geometrical and mathematical science, whose unit is still to come 
on the basis of what is announced in its origins .. the objective thematic 
field of mathematics must already be constituted in its mathematical sense, 
in order for the values of consequence and inconsistency to be rendered 
problematic. "(Derrida 1989; 53-54) Thus, once pure geometry becomes 
possible, according to Husserl, it is "accessible only to the understanding," 
to what Derrida calls "Cartesian intellectualism."(Derrida 1989; 70) In other 
words the discourse of the mathematical-geometric order is closed to any 
other positions of judgement, it only makes sense within its own 
parameters. 
In this discourse the question of the perfect building, the perfect plan is of 
utmost importance. Lefaivre and Tzonis argue, that apart. from . the ecstasy 
effect of the pure· geometries which have complete and consistent logical 
systems, it is evident, as in their analysis of a Serlian 'anomolie', that the 
perfect plan is not an essence of the building but a sense that belongs to its 
viewer. Beauty is thus in the eye of the beholder: "Regularity of form is not 
an objective state of the product, but a subjective state of the mind that 
depends on the relationship between the viewer and an artifact's 
organisation." (Lefaivre & Tzonis 1984; 35) Other, not so objective questions 
present themselves, as the peripheral irregularities of Serlio's 'anomolie' 
come into focus. Social hierarchies such as the primacy of the public 
{ honore publico} over the private interest and the domination of the master 
over the servant are spatialized in the perfect geometry of the public space 
at the expense of the private or servant domains. The latter are located near 
the periphery of the site, they are the only functions that permit oblique 
and scalene spaces.(Lefaivre & Tzonis 1989; 33) A 'close' study of such an 
'anomolie' brings into visibility the repressed terms· of the binary concepts 
that we started off with: distance/closeness, exteriority/interiority, 
objectification/subjection-subjectivity, exclusion! inclusion. These 'other' 
terms problematise the positions of judgement within the grand narrative 
of architecture because they are the repressed subordinated criteria on 
which the 'proper' terms are dependent. It is evident that this 'close' 
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reading of a Serlian plan, invisible spaces of the private domain 
(reproductive, sexual, domestic, bodily) are included, but that they are 
placed out of the 'public's eye'. It is evident that subjection and subjectivity 
are reproduced in the spatial formulisation of the master/servant division, 
and that the distancing is a way of diffusing the dissymmetry of that 
equation. It is also evident that only within the interiority of the built form 
are we able to 'see' these contents of the architecture's inner darkness of 
exclusion. Exteriority has the effect of an architectural mask, a mask of 
uprightness. It is important to note that it is not built form that I am 
critiquing as an essential tangible dimension of architecture, but the 
institutional role of form in the construction of autonomy in architecture. 
There are a number of ways that a discourse of built form can have the 
effect of problematising the very constitution of architecture within this 
grand narrative. 
A narrative of 'proper form' and 'proper place' runs through the 
Renaissance architectural discourse, through its spatial and textual 
production and distribution. Alberti describes the role of the architect: 
to consider whether each element has been well defined and allocated 
its proper place . . . to take care that nothing is included except what 
is choice and well proven, and that everything fits together so well, 
in terms of dignity and grace, that were you to add, change, or take 
anything away, it would be to the detriment of the whole. (Alberti, 0 n 
the Art of Building, Book 1. p. 24; cited in Wigley 1992; 352) 
It is evident in this statement that a hierarchy of 'placing' ensures not only 
that everything is in its proper place, but the elimination of all excess.3 2 
Architecture, like any system that is structured by a binary logic of the 
'proper', must defend itself against what is not seen to be proper. 
Architecture defends itself against the body, its difference (to proper form), 
its labours, its reproductions, its odours, its pleasures. The body signifies 
otherness to the [one of] form. If vision and visuality, in the sense of the 
'eye' of the humanist mind, can comprehend the immaterial order of 
architectural form, architecture is seen to be autonomous from the 
materiality of the other body. the improper body. Autonomy in architecture 
functions as a way of eliminating the social-sexual ordering of space from 
32 For a discussion of the 'proper' and 'form' see Ingraham (1991), "Lines and 
Linearity;" Ingraham (1992), "Initial Properties;" Pecora (1991), "Towers· of Babel." 
Wigley (1992), "Untitled: The Housing of Gender;" 
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taking part in the scene of representation. The lineamenta which prefigure 
this scene IS already in the mind of the architect - a geometric order 
already functions as an aspect of an imaginary that is imprinted by a 
'phallic' morphology. 
Luce Irigaray notes how the predominance of [the one] form excludes and 
elides an imaginary that is informed by a female morphology. A knowledge 
which is structured by "the predominance of the visual, and [of] the 
discrimination and individualization of form" produces a society which 
privileges what Irigaray calls "phallomorphism:" 
The value granted to the only definable form excludes the one that is 
in play in female autoeroticism. The one of form, of the individual, of 
the (male) sexual organ, of the proper name, of the proper meaning .. 
. supplants, while separating and dividing, that contact of at least two 
(lips) which keeps woman in touch with herself, but without any 
possibility of distinguishing what is touching from what is being 
touched.(lrigaray 1985b; 26) 
The lineamenta, preceding In the mind of~ the architect, have already 
ex-cluded the (im)possibility of a female imaginary. 
Lefaivre and Tzonis outline that the correction of optical errors became 
more and more significant which called upon drawing as a modality for 
solving architecture's critical formal problems. Drawing becomes more 
than a way of popularising particular architectural compositions (plans 
and elevations) it was the 'technical apparatus" within the canon of 
architecture. Drawing has influenced the growth of the idea of autonomy, 
because it foregrounds the formal characteristics of a building, elicits 
patterns, and helps them relate to a formal structure.(Lefaivre & Tzonis 
1984; 32) Drawing foregrounds a linear system of representation. 
The radical reconstruction of views of. space and time in the Renaissance 
(in the western world) is in the advent of perspectivism and the map; both 
these 'technologies of culture' conceived of the world from the standpoint 
of the 'seeing eye' of the individual. These fundamental rules of perspective 
which were elaborated In the mid-fifteeenth-century by Brunelleschi, 
Alberti, Serlio, and others, shaped ways of seeing for four centuries. 
Perspective emphasised the science of optics and placed the individual in 
the centre of a re-presentation of the 'truth' of the world. In The Condition 
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of Postmodernity, David Harvey, argues that a connection between 
perspective and individualism provided an effective material foundation for 
the Cartesian principles of rationality that became integrated into the 
Enlightment project. Two levels of spatial representation met at the fixed 
viewpoint of the individual: in architecture, a building was conceived of 
and built "on a unitary plan drawn to measure."(Harvey 1989; 245) It gave a 
sense of distance and exteriority which was completely out of sensory 
reach. It both generated and depended on an abstract geometric and 
objective systematic sense of space, which was intended to be in harmony 
with a natural law. Through this mathematical order the building gained 
access to the transcendental spheres of God's infinite geometrically ordered 
universe. This methodology was extended to encompass the planning and 
construction of entire cities. Maps, on the other hand, formulated a 
totalizing vision of the globe, which indicated a globe that was infinite 
because its mathematical representation could extend ad infinitum in the 
individual's imagination. And yet, it was a globe that was potentially 
knowable through the voyages of discovery. Knowledge of the wider world 
beyond the w~st. was 'placed' in the spatial order of the global map. Harvey 
argues that the "problem with Enlightment thought was not that it had no 
conception of the 'the other' but that it perceived 'the other' as necessarily 
having (and sometimes 'keeping to') a specific place in a spatial order that 
was ethnocentrically conceived to have homogeneous and absolute 
qualities. (Harvey 1989; 252) The connection between perspectivism and the 
map was that the "whole globe could be imagined as it would look to a 
human eye looking at it from the outside."(Harvey 1989; 246. my italics)33 
This is in short a knowledge which claims to be a 'universal· and true' 
knowledge, a knowledge which refuses to contemplate on the possibility of 
a 'politics of truth', and of the economic and political investments in truth. 
In her concise article. "What is Feminist Theory?" Grosz. argues that 
"Truth, as a correspondence of veridical reflection of reality, is a 
perspectiveless knowledge, a knowledge without a point of view - or, what 
amounts to the same thing, a truth claiming a universal perspective. "(Grosz 
1986; 199) 
33 This indicates the problematic of a conceptual division between inside 
outside; mathematical technique of representing the totality of the globe on a 
surface produced a particular ordering of conceptual space that is parallel 
interdependent with architectural drawing. 
and 
flat 
and 
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Harvey describes the Renaissance moment as a radical shift from· European 
medieval feudalism in which the medieval artist "believed that he[sic] could 
render what he saw before his eyes convincingly by representing what it 
felt like to walk about, experiencing structures, almost tactilely, from many 
different sides, rather than from a single overall vantage. "(Edgarton, 1976, 
cited in Harvey, 241) Medieval spatial order was finite in terms of its 
centredness on parochial place, but infinite in a different way to the 
Renaissance, in terms of the unknowable, the mysterious cosmology 
populated by figures of myth and human imagination. The tradition of 
medieval mapping emphasised the sensuous, the experiential as well as the 
fantastical and the religious. It attempted to preserve these spatial traces.3 4 
Considering both the map/plan and the perspective as 'totalizing devices' 
(de Certeau 1985; 124), I want to outline how in their processes of 
homogenisation and their production of abstract and strictly formal 
representations of space, all traces of spatial and social practices are 
eliminated. In this sense then the Renaissance representation of the world 
produces an autonomy that operates as a reduction _ of heterogeneity, of the 
diversity and_ contradictory urban spaces. This reduction is inscribed by and 
through the techniques of the formal plan, perspective or map. Whilst de 
Certeau (1984) argues that any system of representation is itself a fixed 
spatial construct, it automatically converts the fluid, confused, but 
nonetheless objective spaces and time of work and social reproduction into 
a fixed schema, my emphasis is on the Renaissance system of 
representation, which stripped the world of its sensual spatiality, replacing 
it with a homogeneous, continuous space of geometry. To this end it 
substituted an existing world with an idealized representation which in fact 
became real in that it became 'self-evident' and 'visible'. It therefore 
disallowed questions and interest of other (forgotten) spaces. Catherine 
Ingraham argues that the humanist world is mapped rather than 
constructed by which her reference is, firstly, to the idea that a 
mathematic-geometrico schema is assumed to be always already in the 
structure of space, and secondly, to the idea that· the Renaissance global 
world was discovered and re-presented on an already chartered grid plane. 
34 As Harvey suggests it is closely related to the sensibility portrayed in de 
Certeau's 'spatial stories.' 
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While it cannot be argued which came first the - detached autonomous 
representations of space or the conquest and control of space, it is 
important to note that by conceiving space as abstract, homogeneous, and 
infinite/universal, a space that was stable and knowable, it could also be 
conceived as something usable, and awaiting human agency and 
domination: 
Builders, engineers, architects and land managers showed how 
Euclidean geometrical representations of objective space could be 
converted into a formally ordered spatial landscape. The ideals of the 
Renaissance in the modes of expansive geometries and the centering 
of the individual viewpoint produces a space of rational 
configurations in which it is possible to detect the repressive side of 
the Enlightment practices towards surveillance and control. 
(Foucault cited in Harvey 1989; 253) 
Architectural discourse inscribes a detachment, a separateness, an 
abstraction, an objectification, it inscribes architecture as a pure entity in 
and of itself. Autonomy is here a reductive_ inscriprion, it inscribes what 
architecture is by a removal of what it is not, an elimination of - the 
improper. Such notions construct fundamental internal contradictions 
because architecture is undeniably engaged, interactive, interdependent. 
My method here has been to deconstruct the architectural claim for an 
autonomy and the desire for the proper (form, place, subject) which 
functions to disavow and exclude questions and interest in otherness, the 
other (feminine) body, and alterity. In chapters three, four and five my 
attempt is to explore the (im)possibility of these other spaces i n 
architectural discourse. 
METAPHOR 
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Social relations. which are concrete abstractions. have no real 
existence save in and through space. Their underpinning is spatial. 
(Lefebvre 1991; 404) 
Western philosophy has betrayed the body; it has actively 
participated in the great process of metaphorization that has 
abandoned the body; and it has denied the body. The living body. 
being at once 'subject' and 'object'. cannot tolerate such conceptual 
division, and consequently philosophical concepts fall into category 
~ 
of the 'signs of non-body'. (Lefebvre 1991; 407) 
Centuries will perhaps have been needed for man to interpret the 
meaning of his work(s): the endless construction of a number of 
substitutes for his· prenatal home. From the depths of the earth to the 
highest skies? Again and again. taking from the feminine the tissue 
or texture of spatiality. In exchange - but it isn't a real one - he buys 
her a house, even _ shuts her up in it, places limits on her that are the 
opposite of the unlimited site in which he unwittingly situates her. 
He contains or envelops her with walls while enveloping himself and 
his things with her flesh. The nature of these envelopes is not the 
same: on the one hand, invisibly alive, but with barely perceivable 
limits; on the other, visibly limiting or sheltering, but at the risk of 
being prison-like or murderous if the threshold is not left open. 
(lrigaray 1993; 11) 
The myth of the cave, . . . Read it this time as a metaphor of the inner 
space, of the den, the. womb or hystera, sometimes of the earth -
though we shall see that the text inscribes the metaphor as, strictly 
speaking, impossible. (Irigaray 1985a; 243) 
The cave is an exemplary spatial metaphor.35 Writings on and readings 
of(f) the cave have fascinated man for centuries. Lewis Mumford writing 
The City in History, (prior to 1961), has claimed that "the cave gave early 
man his first conception of architectural space, his first glimpse of the 
35 Metaphors that have been at the site of intersection between the two narratives, 
architecture and philosophy include - THE CAVE (Plato), PLATONIC FORMS, THE 
CIRCLE (Renaissance), THE GRID (Descartes), THE SUBLIME OBJECT (Hegel, Kant), the 
LABYRINTH - significant themes which deserve a fully elaborated study in their own 
terms not possible in this thesis. 
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power of a walled enclosure to intensify spiritual receptivity and emotional 
exaltation," and that the aesthetics of its very interiority exerted "a special 
magic of its own, which drew men back to the scene of this first triumphant 
expression."(Mumford 1961;16) Already in this passage there are slippages 
from 'man', signifier of a 'neutral' 'human' subject, to 'men', social beings 
representing one sex. Already there is the transformation of the 'cave', 
from a space, an enclosure in 'nature', to an architectural edifice, a site of 
cultural production. The interior walls of the cave are etched, inscribed, 
textualized and it is this artifice, this design, that constitutes architecture. 
Space is textualized. Men return to an always already textualized space of 
origin. "Men go back to the cave:" what does this mean? Men go back to the 
space of the cave, for shelter, to be enclosed? Or men go back to see again 
their own writings on the walls of the cave? Mumford emphasises the 
inscriptions as the first 'expression', having a 'magic' which draws men 
back. It would seem then that it is the act of inscribing, the act of des i g n as 
an inscription on the walls of the cave that is seen as the scene of the first 
making of p I ace. The inscription on the interior walls of the cave is then 
constructed as the site of the 'birth of architecture', the site of the 'birth of 
place'. 
What about the cave itself? Did the space of the cave, the enclosure have 
nothing to do with this scene of origins, what role does the space of the cave 
have in this scenography? A partial answer to this question surfaces in 
Mumford: "the power of a walled enclosure." Presumably this 'walled 
enclosure' is already constructed by other forces, it is a prior condition to 
the men's expressions. Is it possible that space is no t always already 
inscribed, that it is not always already a (textualized) architectural 
construction? It would seem so in Mumford's description. It would seem that 
fi r st there is the cave, and the n, the men write on it: a chronological 
sequence of events. "The power of a walled enclosure," - the men are 
enveloped, and this enveloping is a way of detachment, it is a detachment 
from an outside. The walled enclosure constitutes an interior, a space which 
is detached from space in general. But why is this walled enclosure 
powerful, what is the 'power of a walled enclosure'? According to Mumford 
it intensifies "spiritual receptivity and emotional exaltation;" it seems then 
that the power of a walled enclosure, the cave, is something of the order of a 
p rio r spatial condition that is necessary for creative production, for the 
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production of culture.3 6 The cave is a walled enclosure, it is therefore 
detached from space in general, it is screened from visibility, it is a secret 
space~ As a secret space it provided the space for the production of 
knowledge, for creative production. But what is not discussed is that within 
a secret space knowledge is constituted as a secret production. Whilst space 
is a condition for production it is also constitutive of the attributes of that 
production. 
It is significant that the 'creative production' within the cave is specifically 
'non procreative production', it is specifically production that is disengaged 
from procreativity and from sexuality. At least this is what Mumford 
emphasises, an emotive and spiritual upsurgance that finds its satisfaction 
in 'writing on the wall of the cave'. My own argument is not about what 
actually happened in the cave, but about that which is written about what 
happened in the cave, my interest is therefore on Mumford's writing on the 
cave. And yet speaking metaphorically, it is also a trace of what did not 
happen in the cave. Mumford's emphasis is on the men's expressions 
produced as inscriptions on the walls. Perhaps then the 'power of a walled 
enclosure' is in its potential for detachment from the other scenes of 
(re)production, from the other scene of origin, from birth and from 
sexuality (prior to birth).3 7 The cave is a site which is appropriated for 
practices beyond sexuality, it is a site which is specifically detached from 
the practices of sexuality. Mumford states that the most important uses of 
the cave is not inhabitation for domestic purposes, rather as ceremonial 
centres: "this was no mere coming together during the mating 
season,"(Mumford 1961; 16) Presumably women all menstruated at the same 
time back in those days? The 'birth' of architecture is specifically not to do 
with procreativity, it is specifically not to do with 'mating'. Rather, 
Mumford claims that "there is even better reason for finding in the rites of 
the cave the social and religious impulses that conspired to draw men 
finally into cities, where all the original feeling of awe, reverence, pride, 
and joy would be further magnified by art, and multiplied by the number of 
36 In a completely different context Mark Wigley's (1992; 348) analysis of the 
"closet," the man's study of the bedroom, "the first truly private space," described this 
as a space for private writing, a space for a secret immaterial knowledge which 
constituted privacy as much as it provided the space for it. 
37 The (im)possibility of a (female) sexuality is demonstrated by itsdisplacment 
via the metaphor of the womb - the maternal-feminine displaces different femininities. 
But as we shall see, the "little wall/hymen" in the Platonic 'myth of the cavern' has the 
inverse effect of displacing the maternal-feminine. 
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responsive participants."(Mumford 1961; 16) The 'birth' of urbanism as well 
as the 'birth' of architecture is si(gh)ted at the scene of the cave, the scene 
of non procreative productivity and specifically detached from 'mating'. 
The paradox is however that the cave is a metaphor for the womb, perhaps 
it is obvious even banal to repeat this given that it is inscribed in this way 
in every type of text (in the West)- literary, theoretical, poetic, humanist, 
structural, psychoanalytic, feminist. Mumford is also under the spell of this 
metaphor: "Like the grave, the cave is a womb to which primitive man 
returns for security and secrecy."(Mumford 1961; platel; my italics) Whilst 
being a metaphor for the womb, for a maternal space, the cave is itself 
exclusively 'non procreative'. "Security and secrecy," from what, from 
whom, for whom? There is a partial answer to this question in Mumford's 
own textual slip, from generic signifier to signifier of gender, from 'man' to 
'men'. Men return to the cave for security and secrecy, then? In the gesture 
of constructing 'man' as neutral subject 'women' and 'men' as social beings 
are implicated. I will explore the way that the metaphor of the maternal-
feminine - 'woman' - slips into the discourse of the ,'birth' of architecture. 
The question of the metaphor and specifically the spatial metaphor requires 
some brief but circuitous elaboration. The cave as metaphor for womb is not 
merely a populist or common metaphor, it is of the highest order of 
philosophical discourse. This philosophical discourse puts it into 
circulation. Plato's famous parable, "The Myth of the Cavern" is a 
significant generative point and it is this that I will discuss now as another 
'site of origin' different to Mumford's discussion of the cave, above.38 The 
'myth of the cavern' is a displacement of the 'cave' that Mumford' inscribes, 
because the 'cavern' is specifically a 'figure of speech', a metaphor for the 
cave. In The Production of Space, a text that interrogates the ways that 
'space' is reduced to a coded system of language through the processes of the 
metaphor, Henri Lefebvre argues' that "these procedures involve 
displacement, and hence also transposition and transfer." (Lefebvre 1991; 
140) Plato's philosophical discourse is a prior discourse to the archeological 
38 My selection of Mumford's text is not because he is exemplary or typical of the 
texts on architecture or cities, rather it is because Mumford's text does not fit neatly 
into .a literary category. In this it is a 'progressive' text and one that I have much 
respect for not the least because in the index the curious feminist researcher can look 
up 'woman' or 'sexuality' (a 'rule of thumb' criteria that often works, no such words in 
the index of Vidler's book) and be surprised to find it 'does exist'. 
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gaze on which Mumford's theories are dependent. Though the latter is a 
scientific discourse it is always already textualized by the philosophical 
transfer of the 'cave' into a 'myth', a myth about the origins of western 
though t. 
The displacement of the 'cave' in Plato's parable is not merely restricted to 
the mechanism of metaphor, it also has a spatial effect, its spatiality is 
inversed. The cave is not 'a walled enclosure' with a 'special magic' which 
draws men back, the cave in Plato's parable is a prison, it keeps 'men' as 
prisoners within its walled enclosure. In his dialogue with Socrates 
(Glaucon), Plato invites: 
I want you to go on to picture the enlightment or ignorance of our 
human condition somewhat as follows. Imagine an underground 
chamber like a cave, with along entrance open to the daylight and as 
wide as the cave. In this chamber are men who have been prisoners 
there since they were children, their legs and necks being so 
fastened ... (Plato Book 5, The Republic; 317) 
Thus the cave is what 'one.of them' (a special 'gifted' prisoner?) must escape 
from, and be "forcibly dragged up the steep and. rugged ascent," to where? 
To the "upper world" into the sunlight, outside and beyond the cave, into the 
world of knowledge and truth. There are three 'stages' to this journey: the 
cavern, the world we live in, and the world of ideas. Though the journey is 
tortuous, it is governed by a pre-determined spatial axis and an ascendency: 
the movement from the cavern leads directly up to the stage of the world, 
which becomes in its turn, a cavern, which also leads directly up to the 
world of ideas. Plato's myth is an "imaginary primal scene,"(Whitford 1991; 
106) the 'birth' of metaphysics, a philosophy in which transcendence is 
only possible if the 'cave' is left be h in d. It is a system of representation 
which represents itself as it is produced. It is dependent on the metaphor as 
a tool, a mechanism, using especially metaphors of space, depending on 
them and yet at the same time concealing the process and effects of 
metaphorization. The use of spatial metaphors in Plato's text is a trace of 
philosophy's dependence on a spatial ordering of and within the text. Yet, it 
is also a way of veiling this spatial underpinning by transposing the 'cave' 
as a metaphor, into a 'figure of speech' which stands for something other 
than itself. 
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For Levebvre the point of departure for 'metaphorisation' is the 
metamorphosed body. If the process of metaphorisation abandons and 
den i e s the body, as Lefebvre argues, the myth of the cavern is an 
inscription that the body betrayed by western philosophy is specifically the 
maternal body of woman. Through the process of metaphorisation, sexual 
difference is (re)produced as a splitting of the 'body' into the feminine. 
ascribed to the body itself, and signified by the cave, and the masculine. 
given over to the subject, the active masculine aspect of creation. Thus I 
would argue that the 'split' noted in Lefebvre (and which he cannot quite 
identify), is the splitting of the (imaginary) male body into its feminine 
bodily part, and its masculine disembodied subjectivity. It is about the 
construction of 'man' that Lefebvre notes: "What slips into it [the split] is 
what allows meaning to escape the embrace of lived experience, to detach 
itself from the fleshly bond. Words and signs facilitate (indeed provoke, call 
forth and - at least in the West - command) metaphorisation - the transport, 
as it were of the physical body outside of itself. This operation, inextricably 
magical and rational, sets up a strange interplay between (verbal) 
disembodiment and (empirical) re-embodiment, between uprooting and 
reimplantation."(Lefebvre 1991; 203, my italics)39 These are descriptions of 
processes for the male body; the female body is not structured by such a 
dynamic between absence and presence, rather the female body is always 
already transported over to space, it is naturalized as passive (,nature'), and 
which surfaces in Lefebvre: "The ways in which space is carved up are 
reminiscent of the ways in which the body is cut into pieces in images 
(especially the female body, which is not only cut up but also deemed to be 
'without organs'!)."(Lefebvre 1991; 355) Lefebvre's text is a narrative of the 
intertwined histories of the body and the histories of space, what he does 
not consider, though is that the body is not sexually neutral, as he notes, 
"splits reappear continually; they are bridged by metaphor."(Lefebvre 1991; 
210) 
3 9 Lefebvre (1991; 282) notes an epistemic violence within this mechanism of the 
metaphor: " a general metaphorization which, ... transfers them into a space where 
violence is cloaked in rationality and a- rationality of unification is used to justify 
violence." The term 'epistemic violence' is one that I borrow from Spivak. It is a term 
peculiar to Spivak as an interpretation of Foucault's term episteme. If an episteme is 
defined as a regime of knowledge which has a power over possibilities of 
interpretation, then an epistemic violence might be seen as a rupture within that 
knowledge. Spivak though complicates this, arguing that both the European colonizing 
subject and Foucualt's critique are too homogeneous. See Spivak 1988b; 28l. 
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Sue Best takes up the issue of sexual difference arguing that "through the 
problematic of space, the sexes are embodied very differently. Or rather, 
one sex is all body - space, substance, matter, matrix - and the other has no 
body, no spatial extension, but forms bodies, space and matter. "(Best 1993; 
28) In the scene of the cave, subjectivity is constructed as disembodied and 
masculine, he engenders truth and the word. This is the subject of spatial 
discourses who determines the spatial realm through mapping, through 
giving form to it, through production and development of space. Within this 
economy of the sam e, sexual difference is 'the other of the same'. Space is 
constituted by and through the body-matter-of-woman40 - a passive 
substance from which architectural edifices are formed. Luce Irigaray 
suggests "read it this time as a metaphor for the inner space," read it this 
time as the space/place of 'man's' unconscious. She claims that if what is 
repressed is the feminine, "it is possible to regard women, not as having an 
unconscious, but as being it (for men, for the phallic, for 
patriarchy)." (Grosz 1989; 107) In this sense, as Best argues, the difference 
between the sexes in relation to space is "in other words, between be i ng 
space [for women] and having space [for me~]. "(Best 1993; 28) The concept 
of -place which is predetermined "in the figure of the cave as a metaphor for 
the 'origin of place' is only possible on the condition of the absence of a 
place for woman: "The maternal-feminine remains the place separated from 
"its" own place, deprived of "its" place. She is or ceaselessly becomes the 
place of the other who cannot separate himself from it. "(Irigaray 1993; 10) 
If the object of architectural discursive practices is to 'make place' it follows 
that these practices are contingently and discursively constructed on the 
maternal-feminine in the 'place' of the other for the (masculine) subject, 
for-men. 
The metaphor of the 'cave' in Plato is a mechanism for covering over, 
firstly, the dependence the text has on an order that is spatial; and secondly, 
the dependence the text has on mat t e r, the material, the physical, the 
sensible. Thus spatiality and the womb, a maternal space, are conflated in 
40 Luce Irigaray (1985b; 85) uses this phrase/term "body-matter of woman" to 
describe the role of woman within the phallologocentric economy. My use of it as a 
hyphenated term emphasises it almost as a unit, a building block for theory, it refers 
to Irigaray's term. The maternal body is being used as a building material, "the 
mater~al-feminine . . . necessarily exists, but as a priori condition (as Kant would put 
it) of the space-time, of the male subject . . . the maternal-feminine does not exist as 
woman."{Irigaray 1993; 86, cited in Whitford 1991; 155) 
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Plato's text. or rather they are layered by way of d iff era n c e .41 the 
movement in which the metaphor of the 'cave' both defers to and insists to 
differ from the matter of the cave. The term differance. signals the primacy 
of the metaphor in Plato as a mechanism for the formation of philosophical 
concepts and the displacement of the mat t e r in that process of 
metaphorisation. Whilst the metaphor of the cave is a scene of the origin of 
metaphysics it is also a trace of another origin. another scene which is 
always already deferred. According to Derrida who coined the term as a 
technique for reading philosophy. d iff era n c e is an effect of an 
'uncontrolled textual play'. it is the condition of the logic of metaphysics (of 
logocentrism) and what metaphysics must disavow and deny.(Grosz 1989; 31) 
The cave is both a metaphor by which Plato's concept of the 'shadow' world 
is formed and a trace of the matter which the concept must deny. To read 
the 'cave' in this way indicates the impossibility of the metaphor to 
represent itself merely as a concept: the absence of those other spaces 
which are different. the cave's spatiality and the maternal space threaten 
the cave's self-identity as a concept. Plato's myth is only possible as a 
circular argument which defers 'meaning' and 'grounding' until the logic 
returns to itself as reference point, claiming a ground which it' has itself 
constructed. My interest in the use of metaphor in the 'myth of the cavern' 
is in its dis-ease towards the "sticky mire of matter," the stuff it must 
distance itself from in order to reach the 'upper world' of 'truth' and 
'knowledge'.(Best, 1993; 32) 
The spatial metaphor is a potent site for the study of a repressed materiality 
at work in the text. in architectural theory as much as in philosophy. 
Lefebvre has argued that "no space vanishes without leaving a 
trace."(Lefebvre 1991; 104) Spatial metaphors are the traces of an 
intersectional history between architecture and philosophy as much as 
they are the traces of the history that space is constituted by and through 
the body-matter-of-woman. It is not a matter of reading philosophy as an 
architecture or a matter of readIng space sexually, rather the 
understanding that these systems of the symbolic are constitutionally 
dependent on a materiality (a material practice). Henri Lefebvre argues 
that the spatial metaphor dissolves space; within western thinking which is 
governed by the economy of the metaphor. space can only be represented 
as transparent entity. The effect of this economy of the metaphor is the 
41 See Grosz (1989; 31) for a brief explanation of this movement. 
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splitting of space: on the one side there is the "illusion of transparency," in 
which spatial metaphors as figures of speech, tend to "make it evaporate, to 
dissolve it in a luminous (optical and geometric) transparency. "(Lefebvre 
1991; 140) This is what Lefebvre calls 'mental space', space which is codified 
and codifiable in and through linguistic systems. On the other side, 
'transparency' sets up its opposite: "opaque space," space as. empirical 
condition, passive inert, matter which cannot be represented within this 
economy. I am in full agreement with Lefebvre that the metaphor has been 
"historically" an unacknowledged problematic for spatial discourses, and in 
his claims that, spa c e (something that is Ii ved and charged with sensory, 
sensual and sexual energies) is "annexed and absorbed" by an economy 
premised on metaphysical vision. I think, however, there is a different way 
of reading/writing the metaphor within spatial discourses. 
Spatial metaphors have been necessary for texts, for histories, for 
philosophies to function and yet they also signal the contradictions, the 
ambiguities, the blindspots, the oversights, they are the sites of the text's 
undoing. The use of the spatial metaphor has the effect of poetic slippages 
within a supposedly logocentric system of thought; philosophy uses the 
spatial metaphor for its mythic proportions, but this is an unacknowledged 
use. While truth is aspired to, meaning can never be truly attained within a 
logocentric economy, it is always deferred to a spatial metaphor, a mythic 
realm of fact and fiction. The spatial metaphor is thus 
within this binary system which divides fact from fiction, 
poetry, language from space. Its power derives from its 
binary system the metaphor stands in-between, it 
hyphenated reality in between the two sides. 
a powerful 
philosophy 
position in 
occupies 
tool 
from 
the 
the 
The extensive use of the spatial metaphor belies a fundamental role of 
'space' within philosophical discourse and to the extent that architectural 
theory has appropriated the spatial metaphor in this way, it plays the same 
role in that context. Plato's cavern is a myth which constitutes the structure 
of metaphysics through metaphor. The discourse· is structured by and 
through the spatial metaphor. Derrida suggests, "Inversely, is it not 
frequently said that every metaphoric enunciation spatializes as soon as it 
gives us something to imagine, to see, to touch?"(Derrida 1982; 227) The 
spatial metaphor is a trace of spatiality, a trace of the 'matter' of space -
sensory, sensual, sexual - and it is in this sense that it is a "metaphor-
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matter." A "metaphor-matter" implies the impossibility for a 'pure, 
transparent concept'. Neither Plato's 'myth of the cavern', nor Mumford's 
'inscriptions' on the walls of the cave are able to completely obliterate the 
'cave's' reference to the maternal body or to spatiality. The concept 
constructed on the figure of the metaphor cannot easily shake off its own 
materiality. Sue Best making a similar argument claims that "concepts are 
literally informed by the always already inscribed body of woman. "(Best 
1993; 33) 
"Plato's Hystera" is Luce Irigaray's reading of Plato's "Myth of the Cavern;" 
it is a re-enactment of the original text. It is a text in which Irigaray has 
overburdened the original with its own textual excesses, especially its 
dependence on the material, spatial, corporeal, "the "matter" from which 
the speaking subject draws nourishment in order to produce itself, to 
reproduce itself."(Irigaray 1985b; 75) Thus Irigaray reads the implicit 
spatial and sexual ordering that is repressed in Plato's text. Her argument is 
that Plato's, division between the cavern and the world of Truth is a division 
between the Sensible and Intelligible realms. The Sensible realm is the 
condition of materiality,- sensibility, sexuality. It - is a realm that is 
essentially spatial. In Irigaray's interpretation the role of the imaginary 
mother is attributed to the cavern itself,and the imaginary father to the 
Idea: Truth/knowledge has come to mean leaving behind the Mother (the 
cavern) and her role in reproduction. Irigaray argues that the myth or 
'idea' in this scene of origins is that there is only one engenderer and that 
he is male. The mother has been excluded from having a role in creation, 
her role is progressively stripped away: "The mother's child is engaged in 
stripping away the membranes, the inheritances that he finds too material, 
too physical. "(Irigaray 1985a; 318) That the cave is a metaphor for the womb 
and that this is a 'birth' which displaces the other 'birth' is also 
demonstrated in the dialogues which establish a role for Socrates as 
midwife. 42 Truth, for Plato, appears to have no material support. Claiming 
that this Idea in Plato effects an elision of the mother, that the text by a 
"dialectical sleight of hand" has disavowed the maternal space, the womb. 
Thus this primal scene of origin is a disavowel of the Sensible realm. 
Irigaray's method is to embellish the original text with its own dependence 
42 I will be using Whitford's (1991; 105-113) interpretations as well as Irigaray's 
text (1985a; 243-364) in this analysis. 
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on the SENSIBLE43 realm, its own dependence on the 'metaphor-matter' of 
the cave. 
What does it mean to say that the cavern is attributed to the Imaginary 
mother? Whilst the cave represents as well as constitutes the scene of 
'man's' origin, it is also a space, it is a reminder and the remainder of man's 
forgotten origin - the maternal body of woman. Through the processes of 
metaphorisation the attributes of the maternal body are transferred over to 
this space, over to the figure of the cave. Sue Best has described this process 
as "actually a .'transportation'," rather than a transfer, because "it captures 
the sense of woman being (op)pressed into the service of spatial 
discourse. "(Best 1993; 28) The specific argument about the cave suggests 
that the very moment of the 'birth' of architecture is a metaphoric process 
through which the body-matter-of-woman (and specifically the maternal 
body) is produced as the space of the cave. In Mumford's scene the maternal 
body becomes the "matter" through which the inscriptions of the (male) 
subject are reflected back to him, and have a certain narcissistic magic. The 
Platonic text produces the cave as a prison, a 'dark chamber' for men-
prisoners. The (maternal)feminine is produced in the very moment of its 
subordination, but more than this the notion of 'woman' is construed as the 
spa c e . The scene of the cave is an originary metaphor which puts "in place 
the conditions of possibility for this ongoing production of space with the 
body-matter of woman,"(Best 1993; 29) it is a space which is "historically" 
contingent on this use of the maternal-feminine as a building block. 
The spatial subtext in Irigaray is a way of burdening the text with woman's 
(lack of) spatiality. If woman is the cave via her metaphoric transportation, 
then space as such is already feminized. Space, which according to the myth 
is pre-architectural, is already constituted through the body-matter-of-
woman. The metaphor of the cave turns the body of woman into a spatiality 
that is not hers. A spatiality that is for man-men: she is the place of the 
other for the (masculine) subject. 
These textualisations - of the men in Mumford's scene, and Plato's myth 
itself - constitute a veiling of the dependence on the cave, which is to say a 
43 Irigaray plays on the division between the 'senses' and the 'mind'; the world of 
the senses is - sensual, sensory, sexual - and this world is SENSIBLE. 
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dependence on the (maternal) feminine: architectural discourse depends on 
this space and upon the veiling of that dependence. 
lrigaray's text is like an interior in which the layering of the 
ornamentation refuses the geometry of the walls and re-creates an 
atmosphere of fluidity, excessiveness, ambiguity. It is a text which is highly 
'dressed' and 'ornamented' so that the argument is not separate from its 
textual play, and theory is not so easily separated from poetry. It is a text in 
which as reader, you stay, absorbed or suspended in the folds of textuality, 
that you cannot comprehend, returning to sites you have not (fully) left, 
witnessing the scenography. You dwell. And you think. It is a journey of an 
impossible desire/dream - a debt to the maternal, that neither man nor 
woman can repay, (but that women repeat) the cultural debt to maternality: 
How, then, can one return into the cave, the den, the earth? 
Rediscover the darkness of all that has been left behind? Remember 
the forgotten mother? (Irigaray 1985a; 345) 
It is a call to acknowledge that other forgotten origin, the one that Plato 
cannot acknowledge, the mother: 
The cave is a representation of something already there, of the 
-
original matrix/womb which these men cannot represent since they 
are held down by chains that prevent them from turning their heads 
or their genitals toward the daylight. They cannot turn toward what is 
more primary, toward the proteron which is in fact the hystera. 
Chains restrain them from turning toward the origin but/and they are 
prisoners in the space-time of the project of its representation. 
(Irigaray 1985a; 244) 
Irigaray, thus turns the architectonics of Plato's scenography around in 
that she argues that the imaginary dialogue with his friend produces a 
system of representation which imprisons the 'men'; this system disables 
them from acknowledging the other origin: "Their backs are also turned, of 
course, to the origin, the hystera, of which this cave is a mere reversal, a 
project of figuration. "(Irigaray 1985a; 249) Her argument is that 
'imprisonment' is produced by and through the architectonics of Plato's text 
and the philosophical system it constitutes. She describes the architectural 
limitations of Plato's scene, that "the cave cannot be explored in the round, 
walked around, measured in the round. Which means that the men all stay 
there in the same spot - same place, same time, - in the same circle, or 
circus ring. the theatrical arena of that representation. "(Irigaray 1985a; 
67 
245) However, Irigaray disrupts the un-acknowledged dependence on the 
spatiality of the spatial metaphor by treating the entire text as a metaphor 
which depends on a spatial logic. The text then reveals its own spatial 
limitations which signal its philosophical limitations. 
The body of woman and women do not have a place in Plato's cavern. The 
bodies in the cavern are the bodies of men-prisoners. they are the negative 
of the masculine eros that produced the polis. They are men, and the female 
body is invisible even in the negative of Plato's economy of vision, the dark 
underground chamber. If woman is the cavern, there is no space for 
woman inside the cavern, even as a prisoner. Irigaray argues that the cave 
as idea cannot be the female body as lived. Rather it is like a place, the same 
place, a dwelling formed like a cave in which men live underground. 
Irigaray claims that in this imaginary woman becomes the "house", the 
material substratum for men's ideas. In this sense, the metaphor of the cave 
transports woman over to the architectural foundation, the base for men's 
theories, their language, their ideas, their cities. This system of 
representation depends on the metaphor in which the body-matter-of-
woman provides the 'house' and the 'prop'. The spatial metaphor is an 
economy by which the myth of an origin is structured in western thought. 
It also structures the myth of an origin of western civilisation: the 
metaphor of cave as maternal space is inseparable from the exclusion of 
women from the polis, the agora, the city. Woman and women are also the 
'house' and provide the 'props' for men's cities. Yet while they hold this 
system up they are themselves unhoused, they find themselves 'homeless' 
in the symbolic order and imprisoned in the imaginary of the cavern. One 
way of describing the scene of origin is that it depends on the body-matter 
of woman being "(op)pressed" onto the walls of the cave, therefore unable 
to ever leave this site, unable to ever enter the polis or the urban and 
architectural symbolic order. 
Architectural texts inscribe a mythological origin through their 
incorporation of the cave as a figure of a "pre-historical primal scene:" at 
the site of the cave architecture transcends its material conditions. The 
inscriptions on the walls of the cave produce an artifice by which the 
discourse of architecture is constituted. And yet these inscriptions cannot so 
easily be separated from the "sticky mire of matter" - the cave itself. 
Architecture is both the spatial condition of the cave and the inscriptions, 
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but their mutual dependence is suppressed: in this scene, physical space is 
subordinated to the inscriptions, the inscriptions are seen to mark the 
moment of transcendence to a Truth, a Knowledge, an Idea about 
architecture. 
Simultaneously as architecture transcends the 'cave' it is. also the 
remainder/reminder of what is disavowed in philosophy, it is a trace of 
what philosophy must forget in order to transcend into the realm of the 
Intelligible. The spatial metaphor underpins a knowledge of vision such as 
Plato's metaphysics, flit produces an architecture of grounded structure 
which it then uses for support, leaning on it, resting with it. The edifice is 
constructed to make the theory possible, then subordinated as metaphor in 
order to defer to some higher, non-material truth." (Wigley 1990; 8)44 But 
what happens to this spatial metaphor when it is imported into architecture 
- largely "there seems to be no translation, just a metaphoric transfer, a 
straightforward application of theory from outside architecture to the 
practical domain of the architectural object. .. There is just a literal 
_application, a transliteration."(Wigley 1990; 6) Knowledge as vision relies 
on the metaphoric veiling of the theoretical ground - architectural theory 
is caught in a space of infinite reflection of metaphor, (like a double 
mirror) of deferred meaning: philosophy defers to the spatial metaphor as 
allusion to a ground, architecture defers to philosophy as the higher truth, 
architectural theory returns to the spatial metaphor in philosophy, and 
thus returns the origin to itself, the theoretical ground is an illusion. That 
is the whole theoretical structure is circular. Knowledge as vision is the 
veiling in spatial metaphor of the ground rather than the interrogation of 
it. (Wigley 1990; 10) Through the spatial metaphor the illusion/allusion of a 
spatial grounding allows philosophy its transcendental arrival whilst 
architecture is positioned ambivalently between the Sensible and the 
Intelligible by having the role of an allusive metaphoric bridging. The role 
of the spatial metaphor in philosophy produces a double bind for 
architecture: it keeps architecture in the Sensible, while using it a s 
met ap h 0 r for its own transcendence to the Intelligible. 
At the beginning of her essay, "Plato's Hystera," Irigaray claims that tIthe 
text inscribes the metaphor as, strictly speaking, impossible." The 
44 Wigley's article is one of the few that deals with the problematic of metaphor in 
architectural theory; 
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impossibility in Plato's myth is the imaginary intercourse between the 
Sensible and the Intelligible, between the mother (cavern) and the father 
(truth). The metaphor prevents the mother and father from touching. In 
this scenario conception is a 'blind spot'. It is impossible to bring into 
relation, in Platonic terms, the underworld of the cavern and the realm of 
Ideas because the scene of the world occupies the middle space between 
them and prevents them from touching, prevents their intercourse: "T he 
economy of the metaphor that is in control keeps them apart. "(lrigaray 
1985a; 346) The myth establishes a system of reproduction which is based 
on the reduplication of the sam e and which prevents any other 
reproduction through its repressive libidinal economy: it divides in order to 
reduplicate copies of the same. Luce Irigaray coins the term, sen sib l e 
t ran s c end en tal. a utopian gesture and an impossible vision: that is a 
transcendental that is mortal. dependent on its material conditions, and thus 
vulnerable. embodied, and therefore sexuate. The sensible transcendental is 
described: "a perpetual journey, a perpetual transvaluation, a permanent 
becoming. the immanent efflorescence of the divine."(Whitford 1991; 47) 
While within the present economies, space is contingently and9iscursively 
constructed· on, III and. through the body-matter-of-woman. Irigaray's 
sensible transcendental is a gesture towards an imaginary in which the 
cave as womb does not have to be disavowed from its part in the becoming of 
a subject. The possibility of having enough space for two subjects requires a 
radical reorganisation of the mechanisms for transcendence. 
If architecture has served as the 'substratum' for philosophical discourse. a 
role that is connoted as feminine, it is in a position to explore the 
(im)possibility of the sensible transcendental. For architecture. the 
impossibility for the Sensible and Intelligible world to touch results in a 
very fragile and precariously balanced position within the conceptual 
economy governed by the metaphor. Specifically, the spatial metaphor on 
which knowledge as vision has been so dependent. is problematic in its 
appropriation as a 'grounding' for an architectural theory. It is problematic 
to the extent that the 'spatial metaphor' is literalized as architecture, that it 
is deployed as an architectural image. And yet an eruption within the 
spatial metaphor, overburdening it with its own materiality might be a way 
of rethinking the role of architectural discourses in relation to philosophy 
and in relation to its own mechanisms for transcendence. The spatial 
metaphor is thus erupted by its ownspatiality - sensory, sensual. sexual - its 
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excesses. I have elaborated an argument that 'woman' (the body-matter-of-
woman) is not external to the discursive practices of architecture, but is 
rather em bed d e d within the metaphoric processes through which 
architecture is constituted. The effects of discussing this are twofold: one is 
of 'women's unhousing' within this economy, and the. other is a si(gh)ting 
of the fissures, the folds, the eruptions within the discursive practices of 
architecture. 
Complimentary to the figure of the cave in Plato's "Myth of the Cavern," is 
another architectural metaphor - the little wall. (Irigaray 1985a; 248) The 
little wall serves as a 'projection screen'. Before I discuss it specifically, it is 
important to note that the entire scene of the cavern, the cave-womb is 
turned into a projection screen. It is a system of reproduction which is 
appropriated within the paternal economy of duplicating, copying, 
reproducing: 
The maternal, . the feminine, serve (only) to maintain the 
reproduction-production of doubles, copies, semblances, fakes, while 
any hint of their material elements, of the womb, is t!lrned intQ the 
scenery to make the show more realistic. (lrigaray 1985a; .265) 
The scene of the cavern as projection screen is duplicated (by way of 
analogy) into the second staging of the journey - the world. In. the world, 
the fascination of 'natural' screens - water which reflects, the body which 
casts shadows - repeat the mechanisms of the first scene. The abstraction of 
the cavern becomes in the final stage, Truth itself, the "specular screen" of 
the soul. The cavity of the cavern which is initially the 'eye socket' 
disappears in this final scene, the soul is a mirror, a figure of transparency, 
and 'vision' does not need corporeal support.4 5 
These bodies which cast shadows and mirrors which reflect are leitmotifs of 
the fascinations of the 'master' architect (pedagogue) in historical 
narratives of architecture. It is a narrative which is obsessed with shadows 
of 'bodies' which are not corporeal. By strange reversals within systems of 
semblance, the. object of fascination of architectural discourses is the figure 
of 'the shadows of/on Platonic forms'. Architectural discourse· converges 
the final scene of Truth - the Platonic Forms - with the world, the realm of 
shadows and reflections. It is a convergence of that which should be divided 
- "reality" and "appearance" - a division so crucial to the Platonic myth. It 
45 This is a summary of Whitford's (1991; 108) interpretations. 
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suggests that they are both within an economy of semblance. Which they 
are. But the architectural discourse does not 'unveil' this truth, rather it is a 
way of masking by way of returning the system of representation to its 
origin, which is the site of duplication, copies, semblance, so that the system 
is able to reproduce itself. 
Irigaray points out that these discourses never reflect on their own 
mechanisms of production. In the first scene, the 'pedagogue' does not show 
the man-prisoner "that all of the scenography of the cave is a mechanism . . 
. [which has been] staged by someone."(Whitford 1991; 110) He reveals only 
the 'objects', the object domain, not the system of (re)production. In the 
second scene, "Plato does not suggest that God is a 
magician/seducer/artificer, producing conditions of apparent 
presence. "(Whitford 1991; 111) By the third scene all appearance, 
simulacrum, copy, of the second scene, the world - has been appropriated 
by the paternal definition of the 'proper'. The cavern has been elided, the 
'world' is now the domain of simulacrum, but it is a world totally within the 
paternal genealogy, as Whitford argues: 
In both cases what has happened is a surreptitious incorporation of 
the body of nature (the maternal) which at the same time obliterates 
the traces of the maternal role in reproduction. In this process, the 
maternal genealogy is written out of the scene of reproduction, 
leaving only the paternal line. (Whitford 1991; 111) 
It is not that the maternal is really excluded but it has been subordinated to 
the paternal economy of the 'proper': 
The patriarchal fiction of the 'other of the same' is in fact an 
appropriation of the maternal. (Whitford 1991; 112) 
The question of the 'other of the other', that which is incommensurable, 
that which cannot be represented and is not representable within this 
economy of the same, "cannot be raised." 
The figure of the little wall, is an architectural configuration which 
enables a magical obliteration of the cavern (the mother). The little wall is 
a metaphor for the 'other woman" the 'seductress' within an economy of the 
same. The little wall is specifically a metaphor of the h y men, construed in 
an inverse fashion as a false feminine reality. But as we shall see, 
architectural discourse reconstitutes this little wall as its very own face, its 
facade, its site of representation. My question is now about the metaphor of 
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woman as site of untruth, figured in the architectural element, the little 
wall. 
Firstly, the question of the metaphor of the (false) woman requires an 
interpretation of Spivak's question of Derrida's deconstructive methods: 
"Can Derrida's critique provide us a network of concept-metaphors that does 
not appropriate or displace the figure of woman?"(Spivak 1983; 170) Spivak 
introduces her article with a quotation from Hegel in which Adam and Eve 
are used as metaphors for thought and object respectively. Spivak then 
claims: 
It would be possible to assemble here a collection of "great passages" 
from literature and philosophy [and architecture] to show how, 
unobtrusively but crucially, a certain metaphor of woman has 
produced (rather than merely illustrated) a discourse which we are 
obliged "historically" to call the discourse of man. Given the 
accepted charge of the notions of production and constitution, one 
might reformulate this: the discourse of man is in the metaphor of 
woman. (Spivak 1983; 169) 
This claim has an uncanny resonance 
another (con)text about architectural 
with a claim by Mark Wigley in 
theory, and especially Alberti's 
writings: "The discipline of architecture organised by man, for man, is 
feminine. "(Wigley 1992; 361) Of course, Derrida is not simply in this 
category of philosophers, the figure of "woman" in Derrida's text is not "just 
another example of the masculine use of woman as instrument of self-
assertion."(Spivak 1983; 173) Rather, Spivak argues, "woman" in 
deconstructive discourse is the 'model': 'woman' is the 'model' of "untruth" 
with which Derrida proceeds to displace all centrisms and binary 
oppositions, with which Derrida critiques phallocentrism, 
"displacement of the old feminine metaphor of the 
unveiling. "(Spivak 1983; 174) In "Displacement and the 
including the 
truth as (of) 
Discourse of 
Woman," Spivak is dealing with a concealed violence III the difference 
between the philosopher and woman; she argues that as 'model' the figure 
of woman is doubly displaced in deconstructive· discourse in· that the 
fetishization of 'woman' is both a longing and a practice of man's (who is 
always a subject) own deconstruction. Her text is a highly charged analysis 
pointing out Derrida's and, prior to him, Nietzsche's jealousy of the figure of 
'woman', for if 'woman' has a style which 'man' cannot, he can only use this 
figure as a model in writing, "she" becomes their 'stylus'. Spivak's response 
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to the famous Nietzschean statement: "Finally - if one loved them " what 
comes of it inevitably? that they 'give themselves,' even when they - give 
themselves. The female is so artistic," (Nietzsche, cited in Spivak 1983; 170) 
is (con)frontal: 
Or: women impersonate themselves as having an orgasm even at the 
time of orgasm. Within the historical understanding of women as 
incapable of orgasm, Nietzsche is arguing that impersonation is 
woman's only pleasure. At the time of greatest self-possession-cum-
ecstasy, the woman is self-possessed enough to organize a self-
(re)presentation without an actual presence (of sexual pleasure) to 
re-present. This is an originary dis-placement. The virulence of 
Nietzsche's misogyny occludes an unacknowledged envy: a man cannot 
fake an orgasm. His pen must write or prove impotent. (Spivak 1983; 
170) 
Derrida on Nietzsche puts this woman into the circuit of deconstructive 
methods: 
She is twice model, in a contradictory fashion, at once lauded and 
condemned. . . . (First), like writing . . . . but, insofar as she does not 
believe, herself, untruth . she is again the model. this time the 
good model. or rather the bad model as good model: she plays 
dissimulation, ornament, lying, art, the artistic philosophy 
(Derrida, Eperons; 66; cited in Spivak 1983; 171) 
In this text. Spivak claims that deconstruction "as a "feminist" practice is 
caught on the other side of sexual difference." (Spivak 1983; 184) Ten years 
later, however, she reviews her position, arguing that whilst the particular 
name of 'woman' as model for "untruth" is not in that sense useful for 
feminism. it is a historical catachresis. and yet "a feminism that takes the 
traditionalist line against deconstruction falls into a historical determinism 
where "history" becomes a gender-fetish."(Spivak 1993; l36) This latter 
position entails a 'desire for an impasse between feminism and 
deconstruction', which Spivak argues is problematic for feminism 
(probably deconstruction as well). Thus her paper is a call to feminist 
theorists for the division within "woman," that woman is not 'woman 
generalized': "Let us divide the name of woman so that we see ourselves as 
naming, not merely named."(Spivak 1993; l39) Spivak proposes that the 
name 'woman' is in the space of the irreducible other, the "gendered 
subal tern," of contemporary (de)colonization and that in this act is a 
transformation of a name to a referent, "making a catechism, in other 
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words. of catachresis."(Spivak 1993; 139) This change of position according 
to Spivak is due to a different way of reading (a text) in which her earlier 
gesture might be seen as polemical and her later rewriting. she claims. is 
an attempt to 'negotiate with the structures of violence' just as .we do in 
practice. I think that here she is calling on Irigaray's essays in Ethics. as 
well. as she notes. Derrida's earlier approach of "critical intimacy." a 
method by which an inhabitation of the text rather than an overthrowing 
of it (con)frontationally might be a way of deconstructing the desire for an 
impasse. She names this in short - love. 
My own reasons for preceding an analysis of the role of the little wall in 
architectural discourse with Spivak's arguments about the model of 
"woman" as non-truth which is "truth" in terms of deconstructive methods, 
is as a strategy of caution. Primarily against the method of adding violence 
to an already violent structure. Secondly, as Spivak points out, "love" is not 
falling blindly 'in love'. it is not the gentlemanly attitude of "love for the 
text". rather it is an inhabitation of the text as a method of negotiation: 
movement rather than an impasse. I think Lu·ce Irigaray's reading of 
Plato's myth is a virtual and pro"visional inhabitation of the textual space of 
the cave, and especially the cave's spatiality which is imprinted on Plato's 
text. 
In Plato's myth. the 'men' do not create or produce within the cave. they 
make no inscriptions on the walls, instead there is a little wall onto which 
all the illusive/delusive projections are made, the 'shadows' of the (false) 
light of the fire. It is obvious that this is an inversion of the h y men. Most 
important in Plato's parable is that the men-prisoners' sight is glued to this 
'screen' which they take for reality: The little wall represents the site of 
artifice, but artifice is now subordinated. it is illusion. The little 
wall/hymen is constructed as a 'false feminine reality', it is the site of 
untruth. Plato's anxiety is that this 'woman' has seduced and subsumed the 
men-prisoners. 46 Thus femininity as a construct within the mechanism of 
the cavern, is a projection onto a little wall; it is the shadow of men and 
their object world. Femininity is thus constituted as . man's (shadow) other. 
Woman thus carries the 'hymen' and cannot signify anything but 'untruth', 
46 That the mother and the lover (the seductress) are really copies of the same. 
within an economy of the same is borne out in Plato's statement that the men-prisoners 
have been like this since childhood. they have been subsumed by a 'false' woman since 
infancy. 
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even given that this is a projection of the men-prisoners. It is evident that 
the myth of the cavern disavows multiple femininities. It limits femininity 
to the figure of the cave as maternal-feminine and the figure of the little 
wall as false-feminine, woman as untruth. 
The figure of the little wall is significant for architectural discourse. The 
'scene of the cave' is the reversal of the scene of representation in 
architectural discourse: the cave is an interior, it has no facade, no 
elevation, not even a plan (it cannot be walked around). The inscriptions on 
the interior are seen as the sites of the birth of architecture, the birth of 
'place'. Plato's little wall, signals the site at which architectural discourse 
can (partially) overcome its ambiguous associations with the· figure of the 
cave, the imaginary mother, the Sensible realm. Architectural discourse is 
premised on a reconstruction of the little wall: it establishes the "white 
wall," a white surface. A thin screen/filter which produces an order of 
transparency, . an idea which dissolves architecture's materiality. Thus 
architecture is able to engender its transcendence into the Intelligible 
realm of Truth. Architecture's historical i~terest i.n the facade exemplifies 
the way that the little wall as site of untruth is reversed within the system 
of representation of architecture, it is the fa c e that the discourse 
(re)presents. The 'white surface' presents order as a mask, it conceals 
disorder. Ornament, applied onto this white mask of order, masquerading as 
truth, is seen as a 'false feminine reality'. Ornament is constructed as the 
(false) appearance of the building, it is 'woman' as untruth.47 
There are a number of layers to the veiling of the dependence on the 
sensibility of space, on the maternal-feminine body embedded in 
architecture: firstly, the scene of the 'cave' reveals the metaphoric 
transportation of the maternal body over to space, space is feminized. This is 
veiled by the 'men's' inscriptions on the walls of the cave (Mumford) or the 
little wall (Plato). Then, through a reversal, a turning inside-out, 
architecture is masculinized via the construction of its own wall (different 
to the wall of the cave), a "white surface." Or rather, the discourse of 
architecture produces a (masculine) mask by turning the 'scene of the 
cave' inside-out. It is a second level veiling of the dependence on the body-
matter-of-woman by and through which space is constituted. Architecture 
constructs its own order of transparency via the (masculine) technologies 
47 Chapter Five is an elaboration of this claim. 
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of form and composition. Through this reversal, women and the body of 
woman are enveloped by and through the discursive practices of 
architecture; a reversal of the bodily enveloping of 'man' in 'woman'. 
Ornament constitutes a 'dressing' of this masculine mask, ornament is a 
false woman, a floosie. The white surface is the (masculine) wall of purity, 
Truth: it filters a division between the maternal body (the matter of space) 
and the false woman (ornament). The masculine white surface thus stands 
in between the mother and the lover, between nourishment and seduction. 
Between two women. The white surface stands in between the differences 
between women. 
In "Displacement and the Discourse of Woman," Spivak argues that the 
'hymen' in Derrida's text is the "figure of undecidability", it is not the 
"traditional" transcendental signifier, it is not a Platonic ideal of paternal 
Truth. But, Spivak claims "the hymen is of course at once both itself and not 
itself, always operated by a calculated dissymmetry rather than a mere 
contradiction or reconciliation. Yet if the one term of the dissymmetry is 
virginity,- the other term is marriage, legal certification for appropriation 
in the interest of the passage of property."(Spivak 1983; 174) Thus the 
'hymen' as textual effect remains reactive, "it is the phallus that learns the 
trick of coming close to faking the orgasm here, rather than the hymen 
coming into its own as the indefinitely displace effect of the text. Thus the 
hymen is doubly displaced. . . . dissemination remains on the ascendent. 
"(Spivak 1983; 175) Dissemination is thus still the product of a (master) 
subject interested in his own self-deconstruction, rather than the effect of 
'woman' becoming (a subject). The gesture of caution here is about 
ornament itself, as Wigley argues, "It is the confinement of femininity to 
the texture of a two-dimensional surface like that of the cinematic screen 
that produces masculine "distance." Confined to that surface, the artifact 
"woman" has no space."(Wigley 1992; 386) This is particularly exemplified 
in the layering of 'white ornament' which is just a fetishization of the 
'white surface' itself. The construction of the feminine in discourse screens 
from the male subjects (architects, theorists) the absence of women on the 
other side of production. 
The white surface prevents sensible space and ornament from touching. 
The threat of sensible space (maternal body) and the threat of ornament 
(false woman) is its sensuality: architecture is essentially sensual. Spatial 
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metaphors - the cave and the little wall - are figures of two femininities 
within an economy of the sam e. However, they signal two sites of ex c e s s 
sensuality, sensuality which can potentially burden the white surface with 
the impossibility of its own limitations. Spatial metaphors have been 
'woman's' ex-centric structures, 'murderous if not left open'. By burdening 
the discourse with its own spatiality, its spatial excess, which is dependent 
on 'woman' the [spatial] metaphor can be a threshold, always "half-open" 
for a different 'poetics of space.' A sensible transcendental for architecture 
would engage with, at least, both a (maternal) nourishment and (feminine) 
seduction - for woman/women. 
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chapter 2 
DEATH OF ONE: THE BODY, SEXUAL DIFFERENCE, ARCIllTECI1JRE. 
Recent modes in which the killing of the Humanist subject is transferred as 
a metaphor for architectural production present particularly violent 
scenarios in a seemingly neutral mode, yet the effect is of an excessively 
sexualised and eroticised textuality. Anthony Vidler in The Architectural 
Un can ny, describes the 'body' in the work of poststructuralist/ 
postmodernist 1 architects as a "fragmented body, a body in pieces, if not 
deliberately torn apart, then mutilated beyond recognition. "(Vidler 1992; 
69) Vidler's thesis is that, in the work of these architects there is are-
inscription of the body as referent and figurative inspiration. Implicit in 
this thesis is the narrative that the body has been repressed and that this 
work signifies a return of the body in architectural productions, both in 
design and in theory. Rather than the idea that the body is repressed in 
architectural discourses, my premise is that the body-architecture relations 
have been productive of dominant power/knowledge systems. The body-
politic of architecture is a 'design theory' which can be better understood as 
a form of 'concrete arrangements': it joins a theory of ideas, signs' arid 
individual genius with the professional institution, it is a social composition 
of interests.{Foucault 1978; 140) 
Yet there are repressions in Vidler's text as in many other architectural 
texts which attempt to theorise the body-architecture relations. These are 
not necessarily the repressions that Vidler elaborates on but specific and 
thematic blank parts of the text, which cannot be said.2 My argument is that 
implicit in Vidler's poignant phrase 'the monstrous double of architecture' 
is the repression of the question of sexuality of space and the question of 
the sexualisation of the text. Whilst he refers repeatedly to the death of the 
humanist subject he does not discuss its effects on architecture in terms of 
sexuality and subjectivity. The 'body' is the linchpin to his thesis, yet there 
is nowhere in Vidler's text an interpretation of 'the body's' sexuality; the 
body is assumed to be 'a body as given in nature', it is assumed a neutral 
body, un sexed . and unlocated in the specificity of space and economics, or 
psychoanalytic/linguistic paradigms. Rather than elaborating on questions 
1 I refer here to the ambiguity existing within architectural discourses as to 
which architects and architecture fit into each categories; as well as what exactly 
constitutes these categories. 
2 See chapter 4 for some elaboration on this schema which Spivak takes up from 
Derrida. 
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of subjectivity and sexuality. his deployment of 'the body' does not 
problematise categories. such as 'human' or 'anthropomorphism'. using 
these terms without question and thereby slipping into the delusive 
grounding of 'humanism' which seems to still operate extensively in 
architectural discourses. My argument is that these repressions constitute 
reproductions of the same relations between sexuality and subjectivity that 
have been historically dominant in architectural discourses. 
Whilst the image of 'the body' in architectural discourse is seen to change 
formally, my argument is that there is a reproduction of the Same 
(imaginary] body3 that underwrites the text. The body which is central as 
referent and signifier in architecture is the 'body' of the architect pro-
jecting into and onto the object of architecture, the architectural edifice. It 
is a projection of the imaginary body of architecture. I argue that this is the 
dis-embodied form of the universal transcendental subject and that it is 
masculine. There is, however, another body which is the substratum for 
this narrative of architecture, it is the body of the maternal-feminine 
which while lacking a disc-ursive - role in the ideal and intelligible realm, 
continues to nourish it and supply it with sensible and material conditions. 
Luce Irigaray argues forcibly for this role of the body of woman in the 
reproduction of conceptual economies in the West.(Whitford 1991;·104) 
In this chapter I will be looking not only at the body but the specificity of 
the female body in relation to this intelligible realm. I will also be 
questioning the relation that this 'body of woman' has with women in 
society. The chapter is organised as a reading of the ways in which the 
body-architecture relations have been constructed in three moments of the 
grand narrative of history appropriated by architecture: the Polis, the 
Universal Man and the Death of the Humanist Subject. I have selected these 
three moments for their dominant historical productivity in the grand 
.narrative of architecture. It is a negati~e methodology which seeks out the 
sites of overdetermination, excess, repression, as signs of the contradictions 
with a symbolic system of architecture which claims the universality of a 
body that has the morphology of one sex: the male. 
3 I use 'the Same' in the Irigarayan sense that it is a more or less adequate copy of 
the One ideal. The realm of the Same is the hom(m)osexual economy of men. Whitford 
p.l04. 
THE POLIS 
80 
Man no longer even remembers that his body is the threshold, the 
porch of the construction of his universe(s). (Irigaray 1993; 100, 
cited in Whitford 1991; 53) 
In the system of production that we know, including sexual 
production, men have distanced themselves from their bodies. They 
have used their sex, their language, their technique, in order to go 
further and further in the construction of a world which is more and 
more distant from their relation to the corporeal. But they are 
corporeal. It is necessary therefore for them to reassure themselves 
that someone [a woman] is indeed the guardian of their body for them. 
(Irigaray 1981 a; 83-4) 
There are two narratives that enable the construction of the polis and its 
ideal subject, the citizen/philosopher: one is the narrative of the 
displacement and appropriation of the f em a I e body. and the other is the 
narrative of the disembodiQ1ent of _the male body. Both these narratives are 
constituted by and through space. The problematic-that space is both_ 
metaphor in philosophy and matter in urban reality continues to contest 
the division between thought and matter, between metaphor and the body. 
The polis is one of those metaphor-matters that cannot be entirely 
immaterial in the conceptual paradigm. Given my premise that through 
such metaphoric operations 'space is textualised' my argument is that the 
relation between the 'polis' and the 'city' is a sticky and slippery one: how 
can the polis unstick itself from the architectural reality of the city? And 
how can the city separate itself from the polis which establishes a realm of 
ethics and 'human' ideals. Plato resists joining the polis to the city, the 
architectural edifice; the polis both differs from and defers to the city, and 
thereby makes the city secondary. In this metaphoric operation the city is 
space and space in relation to philosophy is always already constituted by 
and through the body of woman, it is the matter on which the body-politic 
is constructed.4 
Nancy Hartsock's analysis of the Homeric Ideals illustrates that the cultural 
processes for the establishment of the polis involves a domestication and 
4 See section on Metaphor in chapter One for my argument about this claim. 
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subordination of the dangerous and threatening female forces. (Hartsock 
1983; 187) The judgement of the Furies is seen as the final act of the 
subordination of female forces. Hartsock narrates the myth in which Apollo 
intervenes in the revenge of the Furies for the matricide committed by 
Orestes; they were brought to Athens for judgement by Athena. Athena 
"promises them a home, a cavern of their own, and a role in the city. Their 
task will be to dispose of all mortal ways and to help households prosper. 
That is, they are to concern themselves with daily life, with the household 
realm of production, with tasks traditionally within the sphere of women . 
. "(Hartsock 1983; 191) The Furies came to substitute 'nature' as the 
embodiment of hostile forces thereby producing a distinct femaleness to 
this 'human' enemy. Their final judgment however produced a symbolic 
connection between hostile forces, the female body, women as social beings, 
and the household space as cavern. Significantly, this connection is 
inscribed as a spatial-cultural narrative: the city is constructed in 
opposition to the household space, and the polis is constructed in opposition 
to the cavern. With this judgement all female configurations become 
overdetermined and spatially contained: the Furies, once a powerful threat 
to the city governed by Athena, are now subordinated as household deities, 
they are inscribed onto the female body, and they overlook the domestic 
tasks and reproductions of women. It is an act which ensures a radical 
separation between femininity and masculinity, and enables the control of 
women via the mechanisms of self-supervision and self-discipline. Overlays 
of sexuality, textuality and spatiality are entangled in this mythical-real 
moment in occidental history. It is apparent that there is no pure 
beginning, rather the question of origins is best described as an 
enveloping of words, space, and the body: "The space of speech envelops the 
space of bodies and develops by means of traces, of writings, of 
prescriptions and inscriptions. "(Lefebvre 1991; 403) 
This moment marks a final act in a process that has always already 
constructed femaleness as the force against which subjectivity is 
established. Femaleness is invariably mediated spatially, through the role of 
domestic space. Prior to the citizen, the warrior-hero is the ideal subject. 
For the warrior hero the masculine eros is an eros III which sensuality, 
bodily needs and concerns take on negative forms. There is a direct 
rejection of life, the warrior hero must risk death. Creativity and 
generation, issues centring on life are substituted by a fascination with 
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death. Conflict within the warrior hero is externalised as male and female 
oppositions, 'emotions' are made into a dichotomy between himself and 
other (female) forces. Exemplary of this conflict is the split between his 
role as the head of the household and his role as warrior hero. The site for 
becoming a warrior-hero, for attaining subjectivity, is necessarily separate 
and opposed to the house, the familial home; it is the battlefield. Through 
heroic death, through the sacrifice of physical life it is possible to enter the 
realm of eternal fame and immortality. The spatial narrative of the 
opposition between the battlefield and the household space mediates 
constructions of masculinity and femininity; it marks a differential 
between a femininity that is constituted by corporeality, abo dy reproduced 
within the familial space, and a masculinity that is constituted by a 
rejection of corporeality by risk of death. The battlefield is the space of 
struggle between sexual difference and subjectivity: manliness is tested via 
the (masculine) subject's capacity to achieve two things: 
i. leave the household space, thus inscribing his femininity as an 
attribute of the female sex; 
ii. sacrifice his body as a process of transcendence from his male sex. 
The battlefield marks the site prior to the establishment of the polis. At this 
site subjectivity, in the form of the warrior-hero is attained only through 
death. The corporeality of the male body must be obliterated to make 
possible the dis-embodied subjectivity of the citizen and the philosopher. 
The transformation from the warrior hero to the citizen involves a more 
totalisted construction of the f em a I e body as the body onto which is 
inscribed all that is rejected (repressed and neglected) in the aspiration 
towards an ideal 'human nature'. The shift from warrior hero to citizen is a 
shift that emphasises presence in speech and logocentricity. The 
construction of subjectivity, parallel to the establishment of the polis takes 
on particular disembodying processes. The ideal subject requires the 
rejection of the body, and this body is now transposed onto the female body. 
The female body or woman in its womanliness, rather than as Divine 
Virgin, is effectively excluded from the polis. The exclusion is on two levels 
- philosophical and architectural. The polis which is the theoretical body 
(body-politic) is foreclosed to the [female] body, and the agora as a site of 
presence and agency is closed to women. Thus in the architectural 
constitution of space, of which the imaginary origin is the polis, femaleness 
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is excluded on two points: spatially women are excluded from the agora, 
conceptually the female body is excluded from the polis. In this sense the 
discipline of architecture is dis-embodied in total, of the female body and 
of female bodies, women. This preliminary disembodiment is a dislocation -
the female body as subject is dislocated from the space in which the 
discourse of architecture is produced. It is however enveloped by the 
architecture that is established in the space of its dislocation. While 'woman' 
is identified as the other body to male subjectivity, women were contained 
(or rather, containerised to suggest the sense of packaging) in the domestic 
spaces - the oikos, the idion, the megaron, which are paradigmatically 
envisioned as dark interiorised space, and metaphorically in the darkness 
of the inner sanctum of neglect. Kenneth Frampton, an acclaimed 
architectural theorist, describing this division rather than analysing it, 
states that these others were "confined to the shadowy domestic interior of 
the megaron - the traditional single-cell volume of the Greek peninsula, 
whose very etymology reveals the household as the domain of darkness." 
(Frampton 1982; 8) The moment of the polis illustrates that woman is 
already mapped onto women. 
Hartsock illustrates that the rejection of the female body takes on a most 
striking form in the argument that "all men are pregnant in both body and 
soul."(Hartsock 1983; 169) The desire to achieve immortality is now possible 
by begetting immortal children in the forms of art, poetry, philosophy and 
architecture. Hartsock argues that these processes: suppression, rejection, 
denial of the passions, of bodily love, of sensuality, of desire, and its 
systematised opposition to the aspiration of wisdom and truth, are a 
translation of sexuality into philosophy. The hierarchy of dichotomous 
conceptions including soul/body, reason/desire, form/matter, 
intelligence/sensibility takes on a more radical and sophisticated form in 
the establishment of the polis: the latter term associated with the female sex 
is obliterated. This enabled a more effective and more purely masculine eros 
to construct the polis. Masculinity becomes synonymous with subjectivity 
through its dis-embodiment from male sexuality and from the male body; 
femininity is excluded from subjectivity because it represents corporeality. 
It follows that sexual difference is reproduced as the hierarchy between 
dichotomous concepts: 
11. there is a hierarchy of the creations of the soul, subordinating the 
creations of the body. 
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iii. creativity is defined as a male capacity and is seen to be in opposition to 
procreativity which is defined as a female property. 
The transition from warrior-hero to citizen is at the same time the 
inscription of a political body: a body-politic. In emphasising speech, 
logocentricity and rhetoric in discourse an increasing sophistication in the 
power-knowledge apparatus establishes a systematic closure: the body-
politic becomes the rationale, the 'neutral' and 'objective' legitimation for a 
constitution of a masculine subjectivity. 
Significant in the myth of the final judgement of the Furies is the figure of 
Athena, who is herself motherless, a condition which is already inscribed 
within a phallologocentric economy. Athena is a figure which represents 
the phallologocentricity of the polis whilst at the same time establishing it: 
she is dressed as 'woman', but her body is not of woman born, nor does she 
represent women in her judgement. Gatens argues, in order that men 
'legitimately' dominate women it was necessary to establish an artificial 
body, a body-politic, from which women are excluded. Part of this body-
politic is the fantasy of auto-reproduction which is exercised in the idea 
that men 'give birth to' immortal children poetry, art, philosophy, 
architecture. Auto-reproduction underwrites much of western 
philosophical history. This 'man-made' (social and political) body is a body 
which is motherless, immaculate and immortal. Athena is one such body, as 
are the polis and the agora-city.(Gatens 1988; 64) 
These spatial-cultural narratives demonstrate an adherence to binary 
conceptual economies. Feminist theorists have formed lists of the 
dichotomous concepts that have structured philosophy in antiquity.(Lloyd 
1984; Jardine 1985) They have claimed that these dichotomous concepts are 
not neutral, describing them as 'heterosexual couplets' and arguing that 
these Big Dichotomous that have persisted mythologically for so long are as 
much imprinted through sexual difference as they constitute sexual 
difference. Alice Jardine (1985; 72) lists the following: 
Female Male 
body mind 
natu re culture 
physis techne 
sensibility intelligence 
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passivity activity 
moon· sun 
night day 
mother father 
sentiment intellect 
pathos logos 
matter form 
other same 
We can read from this list and from feminist analysis of the Homeric Ideals 
and the Platonic texts that clearly the set of big dichotomies are 
hierarchized; the body belonging to the female side is subordinated. The 
body seen as a given in nature and characterised by the properties assigned 
to nature is now constituted by and through the embodiment of the female 
sex. The body like nature is seen to be unformed, it is matter. It is seen to be 
antithetical to meaning, it belongs outside the realm of meaning, outside 
logos; it belongs to pathos. But what does it mean to state that the body is 
constituted through the embodiment of the female sex? And if this is so, how 
can feminist theory then argue that the 'male body' is at the threshold to 
the establishment of the body-politic? I want to tackle some aspects of these 
questions focusing especially on the relations between space and the body, 
and the ways in which these relations mark a differential between the 
body, on the one hand, and the body-politic, on the other, a differential 
that is constituted through sexual difference. 
Jardine's claim that "woman has been a passive matter to which 'man' can 
give form,"(Jardine 1985; 32) exemplifies the position of the female body in 
relation to architecture. The female body is all sex, all space, all matter; she 
is sexuality embodied. In chapter one I argue that the female body is 
embedded within the discourse of architecture. However it is this particular 
modality of inclusion of the female body that makes it impossible for the 
female body to have representation in architectural discourses. It is an 
inclusion that defines the female body as the matter that has to be 
transcended III order to establish a language of architecture: via a 
transcendence of the female body space is transformed into architecture. 
The female body is the non-knowable, it is the formless, undefinable and 
yet its positioning is fixed and overdetermined. 
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An adherence to a division between the agora and the oikos provided the 
mirror image in social reality of the conceptual division between the polis 
and the cave: the dark interiorised space of the cavern is writ large in the 
delineation of domestic spaces - the oikos, the idion, the megaron. These 
were geometrically arranged around the polis-centre and strictly separated 
from it. Procreativity, sexuality and mortality are inscribed onto the female 
body in the same way that labour and reproduction is mapped onto women 
as social beings: women were excluded from the agora and contained within 
these e ndarkened domestic spaces. The isomorphism between the body-
politic in philosophy and the architectural delineation of space on the 
ground provide for a gesture of a double exclusion of woman/women from 
the establishment of the polis and the city. Architecture as a discourse is 
thus dis-embodied in total of the female body and of women: women and/or 
the female body has no possibility of representation in the discourse of 
architecture. 
I have argued above that in subordinating the female forces, the 
establishment of the polis, cleared a conceptual space for __ a subje~tivity that 
was defined by masculine attributes - rationality, autonomy, and the pursuit 
for truth. My next argument is that the male body is at the threshold of 
subjectivity and my methodology is the inscription of the male . body back 
into the discourse of architecture in order to reveal that it informs its 
imaginary (for both women and men). 
At this point a detour is necessary to discuss the notion that the i mag ina r y 
body implicit in architectural production and reproduction is the one same 
body which is male; and that the variations are just variations of the sam e . 
Luce Irigaray's work is a radical deployment of the imaginary, a term that 
is central to psychoanalytic theories of the subject.5 Whilst the briefest 
working definition of the imaginary is that it is .equivalent to unconscious 
phantasy, as Whitford explains, Irigaray's use of it resonates with multiple 
associative meanings. Irigaray's argument is that knowledge always bears 
the marks of the imaginary, it is informed by an imaginary. Her focus is on 
know ledges and institutional practices, in addition to effects on the 
individual psyche, and her strategy is to articulate a culturally (rather than 
only psychically) produced unconscious, one that is repressed in cultural 
5 See Whitford (1991) on Luce Irigaray, especially chapter three, "Rationality 
and the Imaginary." 
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(re)productions. For Irigaray the imaginary is &exed, it is either male or 
female as Whitford explains: "she conceptualizes the imaginary in terms of 
sex, either male or female: the imaginary either bears the morphological 
marks of the male body, whose cultural products are characterized by unity, 
teleology, linearity, self-identity, and so on or it bears the morphological 
marks of the female body, characterized by plurality, non-linearity, fluid 
identity and so on."(Whitford 1991; 54) Her most radical claim is that this 
imaginary is sexual, it has the morphology of the male body. Subjectivity 
and cultural production is thus structured by a male imaginary. 
Recent theories of the body have stressed morphology over· biology, 
arguing that the body and sexuality is culturally produced and that the body 
is as much a signified terrain, a terrain that is mediated by language 
structures and processes, as any other gender system. (Whitford 1991; Grosz 
1989; Grosz 1990) The idea that there is no 'universal' or sexually 
undifferentiated body, that all bodies must be/are male or female is most 
prominent in the work of Luce Irigaray, especially in her essay, "This Sex 
Which Is Not One."(Irigaray, 1985) Sexual difference, though, is not a true 
description of men or women. Grosz's reading of her work describes the 
body "as it is lived, the body which is marked (historically) inscribed, made 
meaningful both in social and familial and idiosyncratic terms, the body 
psychically, socially and discursively established: the body as [a] socially 
and individually significant [product]."(Grosz 1989; 136) Thus while the 
body is corporeal and sexual and biological it is not merely these things in 
an empirical sense: "bodies are not conceived by Irigaray as biologically or 
anatomically given, inert brute objects, fixed in nature once and for all. She 
sees them as the bearers of meanings and social values, the products of 
social inscriptions, always inherently social."(Grosz 1989; 112) Morphology 
is not merely a sociological phenomena, it is not an appendage as 'gender' 
might have been deployed in Anglo-American feminist theories in the 
Seventies. Thus the social is not a superstructural realm, rather, it is a 
network of linguistic and institutional forces, in which the body, human 
experience and the world are made meaningful and representable. 
Irigaray's assertion of the irreducible difference between male and female 
is a very intense call for questions about alterity, about otherness, about 
sexual differences as a sign for multiple differences in relation to 
subjectivity.(Grosz 1989; 140) 
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The m 0 r ph 0 log Y of the male body is as though he is rid of all these 
'biological' properties, as though he is not sexual, procreative or mortal: the 
female sex is sole embodiment of these properties.6 Gatens argues that the 
male body undergoes a process that might be described as a 'shedding of 
skin', an undressing as it were of this 'matter' part of the body. In arguing 
that the body·politic is anthropomorphic, Gatens claims that "only a body 
deemed capable of reason and sacrifice can be admitted into the political 
body as an active member. Such admission always involves forfeit." (Gatens 
1991; 81) The male body has access to the polis and is the only body that is 
represented by a masculine subjectivity via a metaphoric/literal corporeal 
sacrifice. The polis as an ideal city in speech is constituted by and through a 
masculine male body; a male body that is metaphorically disembodied from 
sexuality, reproduction, mortality. It is an idealized male body. This 
idealization is exemplified in the argument about the opposition between 
creativity (a masculine capacity), and fertility (a female property). Even in 
the begetting of mortal children it is argued that the male body is involved 
in a creative act, presumably only the female body has sex. It is argued that 
his procreation involves only the spirit.~_ that
e 
he provides the form and she 
is the matter and receptacle; her pregnant body becomes tlie -literal 
corporeal legitimation for this metaphoric inscription. The male body is 
thus constructed by the displacement and appropriation of the female body. 
He transfo rms his body as an idealized body into cultural production. I 
have demonstrated above that the polis establishes a subjectivity that is 
premised on a disembodied masculinity, such a masculinity implies a 
transcendence of the sexed body, of both the female and the male body. A 
disembodied masculine subjectivity disavows question of sexual difference~ 
questions of the sexualisation of philosophy and the feminization of sex and 
space. 
My reading of the polis is an examination of how its body, the political body, 
which I have called the body·politic, is established and which bod(y)ies it 
represents. I claim that the body·politic is constituted by and through a 
masculine male body, and it is only this body that is able to be represented 
by this body·politic. My point here being that it is the imbricated 
combination of masculinity and the male body that is transformed into the 
creative production of culture. Thus I am arguing that masculinity is not 
6 Perhaps relevant to mention here is the important role of athletics and 
formation of the male body at the time of antiquity. 
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merely a social category able to be externally or arbitrarily imposed on the 
subject's sex. Rather as Gatens argues masculinity and femininity are 
differently signified according to which sexed body, female or male, they 
are lived and experienced: "it is not masculinity per se that is valorized in 
our culture but the masculine male."(Gatens 1983; 151) The polis has already 
denied the possibility for representation and subjectivity to the female 
body. The subject on which the polis is constituted is disembodied and 
masculine, and the 'human' body is represented by an idealized form of the 
male body, a body which is of perfect proportions and which is immutable. 
A male imaginary ensures that the same masculine subject and male body is 
reproduced in the cultural production of the polis. 
Both subject and object belong to the masculine arena of the polis. Within 
architectural discourses the masculine male body is reproduced both in 
terms of a subject that is represented and as the object of architecture. 
Man's creative capacity is seen to ensure immortality through the begetting 
of immortal children such as architectural edificies and cities. 
Architectural production provides a modality III which an imaginary 
informed by the male body, is transf arm ed into an architectural product. 
The male body is transformed into edifice, artifice, object. The object domain 
of architecture thus carries the inscription of this male imaginary. 
The relationship between the architect and the cultural production of 
architecture has been seen as a creative process in which the bodily 
analogy is understood as a process of projection of the architect's own body. 
The object is seen to inherit an anthropomorphism akin to the architect. I 
think that this type of 'creative projection' is the result of an isomorphic 
relationship between a male imaginary which is at the threshold of the 
western production, a disembodied masculine subject and the historical 
narrative of men as the agents of architecture. The body at the threshold of 
a grand narrative of architecture is always already masculine and male. 
The history of the agents of architecture as men reinforces a male 
anthropomorphism onto the object of architecture, whilst reflecting a 
masculine subjectivity. Perhaps useful for clarification are the divisions 
between a de jure form of male anthropomorphism which is the idea that 
the male imaginary body is always already there as an ideological premise 
of the western subject; and a de facto form which is the narrative of men 
as agents of architecture, (including architects, historians, theorists, 
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patrons, builders, politicians, developers, planners) which serves as both 
the historical evidence of a masculine 'human' subject and its legitimation. 
I think that this de jure form and the de facto form of male 
anthropomorphism are causally intertwined and that they over-determine 
one another. But this relationship is not merely dialectic because at the 
least it is complicated by the 'immortal children', by the object domain of 
architecture. Luce lrigaray elaborates most effectively the idea that 
western philosophy is constituted by a 'ho(m)mosexual conceptual 
economy', arguing that it "reveals a certain isomorphism or mirroring of 
form, between philosophy and the male body, a mirroring which implicitly 
privileges the masculine form in western constructions of logic, language, 
and metaphysics."(Gatens 1988; 63) Architecture as cultural production is 
the repeated enactment of the transformation of a male imaginary into 
architectural for m, into edifice, into the object of architecture. Male 
masculinity is reproduced by and through a complex network between 
subject, object and agent. The sexual homogeneity of this network suggests 
that architecture as a knowledge and as- a power practice is ho(m)mosexual; 
-it is constituted by a reflection between a masculine subject, a male 
masculine object and men as agents. This reflective and affirmative relation 
is not limited to the academy: it is institutionalised as a relationship between 
patriarchal structures, and their modes of production and the phallocentric 
discourses that already overdetermine the conceptual spaces to be 
envisioned and reproduced. The relation constructs, legislates and polices 
masculine priorities, not through any overt methods, but through systems 
of interest, normativity, precedence, regulation, discipline and desire. 
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UNIVERSAL MAN 
This language work would thus attempt to thwart any manipulation of 
discourse that would also leave discourse intact. . . . Its function 
would thus be to cast phallocentrism, phallocratism, loose from its 
moorings in order to return the masculine to its own language, 
leaving open the possibility of a different language. Which means 
that the masculine would no longer be "everything." That it could no 
longer all by itself, define, circumvene, circumscribe, the properties 
of any thing and everything. That the right to define every value -
including the abusive privilege of appropriation - would no longer 
belong to it. 
(Irigaray 1985 b; 80) 
Renaissance architects were obsessed and haunted by the image of the 
universal man, uomo universale, the symbolic figure drawn in the circle or 
the square. The image of the universal man is the trace of the metaphoric 
processes by which the ideal. (male)· body is trans! 0 r m ed into an 
abstraction, a geometry, a system of rules, a structure of ideas,that are used 
to construct a language of architecture. This is distinctly a I an g u age of 
architecture. It imposes a definitive set of conceptual boundaries· and limits 
on what is included within the horizon of architecture and it defines its 
problematic. It imposes categories and limits on an otherwise potent and 
disorganised field of the object domain of architecture. It constructs 
architecture as a closed system of knowledge, self-contained and coherent 
within its (definitive) totality. This image marks the moment that 
architecture enters the academy and institution; in short, it is the moment 
that architecture paticipates in the network of 'master discourses' that 
constitute the system of knowledges in the West. Feminist theorists have 
used the term 'metalanguage' to describe this system of knowledge. Grosz's 
interpretation of Irigaray's claim that knowledge is phallocentric points to 
the ways in which a disembodiment of masculinity from the male body 
creates a conceptual space that defines the 'universal': 
Irigaray's claim is that the masculine can speak of and for the 
feminine only because it has emptied itself of any relation to the 
male body, and its specific modes of material existances, its 
morphology and social meaning. This process of 'evacuation' creates 
a virtual or fantastic space, a distancing space of reflection and 
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specula(risa)tion in which the male can look at itself and the world, 
as it were, from the outside. This space established between the 
masculine consciousness and reason, and the male body is precisely 
the kind of space required for the production of metalanguage an d 
met ad i soc u r s e , the conceptual space of philosophy and other 
knowledges.(Grosz 1986; 136) 
A feminist reading of Renaissance texts and of texts on the Renaissance 
demonstrate that the image of the 'universal man' is a far more elaborate 
and systematic silencing of the relations between the (female) body and 
the male imaginary that structures architecture. A discourse on the relation 
between sexual difference and space has now become delegitimated. Not 
only are the exclusions of women, woman and the. female body not visible 
within the problematic of architecture, but the entire object domain of 
architecture is reconstituted according to a symbolic language of 
architecture at the centre of which is the image of the 'universal man'. 
Already a number of philosophical processes have cleared the conceptual 
ground: thy total and . literal· exclusion of women as women from the polis; 
the metaphoric dislocation of the female body in the construction of a 
masculine male subject; the reproduction of a body-politic which substitutes 
for biological reproduction. The image of the 'universal man' isa powerful 
abstraction which enables the implicit masculinity to become a 'universal' 
representation.!t enables the implicit phallocentricity of architecture to 
operate as 'objective pure knowledge'. Keeping in mind that it is a combined 
masculine male body that constitutes the imaginary body and structures the 
internal discourse of architecture, my strategy involves a double 
deconstruction: to disclose the implicit masculinity of the subject parading 
as the universal man; and to return the male body back to the image of the 
universal man which is the central model and metaphor for the production 
of architecture. 
Through this image of the 'universal man' in the circle and the square the 
universal principles of harmony are established a mathematical, 
geometric system of proportions, which ensures that the universe is held in 
perfect balance. The figure is drawn and redrawn, copied and recopied, it is 
reduplicated infinitely. With each drawing the attempt to represent the 
perfect image inscribes a naturalisation of the implicit masculine male 
body within the image. These transformations are recorded in drawings, 
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design principles, in texts, in the design of buildings, all of which establish 
a substantial body politic of architecture. The modality in which the 
'universal man' is transformed into architectural production is as an image 
of subjectivity and as a generator of the object of architecture. Quite distinct 
to other disciplines, an image of the masculine male body is literally 
inscribed onto the body politic of architecture. Whilst this image is a 
metaphor, the figure of the 'universal man' belies certain attachments or 
'stickiness' to male sexuality. It is in this sense a 'metaphor-matter'. Best 
argues that there is a considerable resistance to joining metaphor and 
matter, that ideally the metaphor has a distance from any matter it may 
have brought into the realm of concept.(Best 1993; 32-33) I want to consider, 
as Best argues, how is it possible for the metaphor to distance itself from the 
'sticky mire of matter', in this case the 'universal man' from the masculine 
male body, from male sexuality?7 
The source of the Renaissance architect's obsession with the symbolic 
drawing of the figure of the 'universal man' in a circle and square was the 
Roman architect, Vitruvius. For Vitruvius the ~ perfect proportional system 
for architectural -design was based on_ an ideal m a I e body. Rudolph 
Wiukower, an historian on Renaissance architecture, describes the 
Vitruviun principle: "As a proof of the harmony and perfection of the 
human body he [Vitruvius] described how a well-built man fits with 
extended hands and feet exactly into the most perfect geometric figures, 
circle and square. "(Wittkower 1949; 14, my italics) Etymologically 'a well-
built man' signifies a male body of particular scale and proportion; 'a well-
built man' cannot be easily translated into a definition about a woman, 'a 
well-built woman' would have quite different connotations. Therefore, a 
w 0 man can only be represented by this phrase if she is measured as if she 
were a man. For all the hundreds of variations of the image of the 
'universal man' in architectural reproductions of the Renaissance period, 
its position of representation does not vary; the image is of one sex, the 
male. 
My speculation about the reduplicated images of the 'universal man' within 
the discourse of architecture is that the male body as a 'socially produced 
phallic male body' is metonymically returned to the meta-discourses of the 
7 See Grosz (1989; 105) on lrigaray for an explanation of the argument that 
phallocentrism is the use of one model of subjectivity, the male. 
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West. For all the variations of the image of the 'universal man', his member 
remains intact and consistently represented. Gatens has argued that the 
consideration of whose body is represented, reveals sites within the 
phallologocentric economy when the metaphor of the 'universal man' (as 
the image which stands for human), slides into metonymy: metonymical 
representation is representation of a complex body by a privileged part of 
that body.(Gatens 1991; 79) The inscription of his member as consistent in 
all these images is thus a site of a metonymic representation. If the male 
imaginary body is repressed within the discourse of architecture this is one 
site in which it surfaces. Through the inscription of his member, a 
contradiction is revealed in the construction of the human subject, a 
subject which is otherwise characterised by unity, sameness, neutrality. It 
is a figurative and literal surfacing of the sexual imaginary of the discourse 
of architecture, exemplifying, in the consistent sex of the image, that this 
discourse is marked by an imaginary male morphology. However the 
relation to this morphology is not literal, it is always an imaginary or 
symbolic one. For this reason, as lrigaray argues about philosophers, 
architectural historians, of whatever persuasion, are comfortably installed 
in the male imaginary, so comfortably that they are completely unaware of 
the sexuate character of the 'universal man'.(Whitford 1991; 103) There is 
an important distinction here between the argument that the 'universal 
man' is reproduced as a representation of men's bodies and the argument 
that a male imaginary informs the reproduction of the 'universal man'. As 
Grosz argues, Irigaray makes no causal connection between men's bodies 
and dominant representations; rather than the anatomy of the male body 
seeking its own image in dominant discourses, "the pre-existence of 
patriarchal social relations relies on the production of a specific form of 
male sexuality through internalisation of images, representations, and 
signifying practices. In other words, men do not form discourse III their 
own image(s); rather, phallocentric discourses form male sexuality in their 
own image(s). "(Grosz 1989; 112) 
lrigaray's deconstruction of western metaphysics· as a theory which 
elaborates the notion that all cultural production is a copy of the same , and 
that the Same is the realm of the ideal and intelligible, is quite pertinent in 
this literal reduplication of the image of the 'universal man'.(lrigaray 
1985a; last chapter) As I have elaborated in my discussion on 'the cave', 
Irigaray's interpretation of Plato's theories of the division between the 
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cave, the world and the realm of the Idea, is that the world is described as 
the 'other of the same', it is a more or less adequate copy of the Idea. The 
cave does not figure in this comparison, rather a symmetry is set up 
between the world and the Idea, in which the Idea is Reality itself and the 
world is only appearance. 
Thus the men can see the same images , shadows, fancies, through 
their eyes of others. Within the twisted cave of Plato's, all are 
identical to, identified with the prisoners, who are the same and 
other. The community of men is caught in the snare of a symmetrical 
project that they could only glimpse by turning their heads. (Irigaray 
1985a; 260) 
Time, space-time are side-tracked by a symmetrical process ordering 
representation elsewhere, or correlatively, are seduced, captivated, 
caught, in the lustrous glow of the Idea, the Sun. (Irigaray 1985a; 
256) 
If there is a thematic development in Wittkower's text on the architectural 
pripciples of the 'Age of Humanism', and especially about the figure of the 
'universal man', it is the demonstration of the symmetrical and dependent 
relationship between the world and the realm of Idea. He argues that the 
figure of the 'universal man' reveals, "a dual quality: it discloses through 
the visible, corporeal world (homo-mundus) the invisible, intellectual 
relationship between soul and God; for God is the 'intelligibilis 
sphaera."(Wittkower 1949; 16). The symmetry and reflection between the 
world and the realm of Idea is thus inscribed onto the image of the 
'universal man'. But at this moment, the architectural discourse again 
reveals the site of the repression of the male imaginary body. Wittkower 
argues that for Vitruvius the (ideal) male body is a direct and central 
referent: "Without the organic geometrical equilibrium where all the parts 
are harmonically related like the members of a body, divinity cannot reveal 
itself. "(Wittkower 1949; 7) The many contradictions that these two 
statements construct reveals the sites of repression within the discourse of 
architecture, but also in its relation to the western· metaphysical discourses. 
Whilst the 'body' is always already a reconstituted body, a body of geometric 
equilibrium, the inscription of the phrase, 'without the organic', and the 
word, 'corporeal', constructs a confusion, an excess. In addition to the 
implicitness of the male imaginary body, could this phrase, 'without the 
organic' and 'corporeal' be the site of another repression, the repression of 
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the matter, the substratum of architecture, the other female body surfacing 
through the metaphor of the 'organic'? 
I have argued that 'the cave' becomes the 'other of the other' within this 
structuring of symmetry between the world and the realm of the Idea, it is 
the site of spatiality, of materiality, of sensibility, and it does not figure in 
the two worlds at all. It is therefore not a copy or a likeness of the Idea or 
the Same. Whitford explaining Irigaray's deconstruction argues that in the 
imaginary, woman is the material substratum for men's theories, their 
language, and their transactions.(Whitford 1991; 104) Through such 
metaphors as 'space', or 'organic' or 'corporeal', the repression, the use as 
substratum of this 'body of woman' irrupts in architectural discourses. As 
Wittkower unwittingly states, 'without the organic', revealing at once a 
repression, a contradiction -'organic/geometric and the 'other of the 
other' body that is the substratum of the theory exemplified in the figure of 
the 'universal man'. 
There is yet another contradiction within this statement and it has to do 
with the question of origins, with the question of the site of .. transcendence, 
the site at which 'divinity reveals itself. There is the moment in which the 
'body' is always already a geometrical configuration, it is already a form and 
it is already a pure unchanging being. Why then the inscription of the 
implicit 'organic' body? Should the statement read as 'without that 
organic/geometric equilibrium', in which the other symmetrical 
relationship is revealed, the one between the 'organic' and the 'geometric', 
between matter and form. If there is another forgotten symmetry, another 
dependent relationship, how, then, can the geometric harmonic form of the 
'universal man' be the site of the origin, the site of transcendence in which 
'divinity reveals itself? Irigaray has rejected both the possibility of the 
Platonic Forms as origin and that the Intelligible and the Idea belongs in 
the realm of pure unchanging being, a position that I have enunciated in 
my argument on 'the cave'. For the reasons outlined above, I am rejecting 
the idea that the 'universal man' is a site of origin, . that there can be a site 
of origin, because of its forgotten dependence on 'other of the other' body. 
As Irigaray argues below about Plato's parable of the cavern, the 'universal 
man' is a delusive site of 'transcendental significance' within the discourse 
of architecture: 
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You have shown me a strange image, and they are strange prisoners," 
he says. Here the 'image' previously described is reframed as image. 
The summary, somewhat in the manner of a retort, gives support for 
belief in a "good" mimesis in language. And· inscribes. furtively, 
surreptitiously, silently, the indirection of a so-called fanciful 
reproduction. through the credibility of equivalence vested in that 
repeat, the place, the illusion of a place, the delusion of a place of 
transcendental significance. (Irigaray 1985a; 258) 
The concept of the imaginary is important for my argument that the 
polis/city constitutes a double gesture of exclusion, the dual complicity of 
philosophy and architectural constructions. From the point of view of the 
sexual imaginary the exclusion of woman/women from the polis/city are 
one and the same: they are both informed by an male imaginary. The 
argument that there 
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architecture. The production of a language of architecture generated by 
and through the image of the 'universal man' constitutes a meta-discourse. 
an economy of Truth, a knowledge described as pure and universal. 
Irigaray has argued that: "A language which presents itself as universal. 
and which is in fact produced by men only. is thiS not what maintains the 
alienation and exploitation of women in and by society?"(lrigaray 1977; 67) 
Irigaray has questioned the position of enunciation in so called 'universal 
knowledges' - the question of who speaks for whom, from what positions 
and with what interests. Within such an economy of truth, the only position 
for women is as variants of men. (Grosz 1989; 107. 128) It is evident that in 
the moment of the polis, the female body, (woman) is disavowed, excluded 
and displaced and that women are excluded from the city and from the 
production of the city. They are located within the 'boundaries and spaces' 
of an architectonic and an architecture by and for men. Women are 
contained, controlled, and judged by a law that· excludes them from a 
possible subjectivity as women. The moment of the 'universal man' is the 
site of the constitution of a knowledge that claims to be universal but that is 
informed by a male imaginary. This conceptual economy of truth and 
universality, is used to justify the exclusion of women as women.(Whi tford 
1991; 102) lrigaray's argument that sexual difference is repressed through 
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an already existing value to Sameness, through "time-honoured devices 
such as analogy, comparison, symmetry, dichotomous opposition, "(Irigaray 
1985b; 72) is relevant for an architectural discourse that is historically 
constituted by these devices. Symmetry is the essence of the geometric 
organisation ill the image of the 'universal man', and this symmetry is an 
analogy for the design of a building. Conceptual economies both stem from 
and have the effect of reducing difference to a variation of the same; 
within these economies there is no space for a discourse on sexual 
difference and therefore for a subject other than the mas c u Ii n e. 
Implicit in this image of the 'universal man' is the isomorphism between 
the a priori masculinity of the subject in western thought and the history 
of western architecture in which the agents/mediators/operators are men, 
both in the production of cities and buildings and in the production of 
knowledge. Nowhere else is the epistemic violence of an economy of Truth 
so visible than in architectural systems of knowledge/power: women are 
excluded from representation within the image of the 'universal man' and 
yet they are contained within its economy as they are contained within 
architectural productions. 
TRANS LA TION/TRANSPORTATION OF THE IDEAL 
The establishment of architecture as a 'mas te r discourse' is dependent on 
the mechanics of translation and transportation of an ideal image and an 
ideal text. Vitruvius' Ten Books 0/ Architecture are seen as the original text 
on which architecture establishes its body-politic. The extensive revision of 
this work in the Renaissance period is seen as the moment of transcendence 
of architecture into a 'pure universal knowledge'. Architecture as a meta-
discourse can then talk about the architectural language itself- systems of 
proportion, symmetry, regulating lines - but it is incapable of s e 1/-
re/lee tion, that is, it is incapable of judging or seeing architecture from 
any other position, for there can be no other position outside a 'universal' 
phallologocentric economy. There has been much recent criticism of this 
way of reproducing knowledge via a method which simply transports an 
ideal text from one text to another. Alice Jardine claims that "this logic of 
transportation, this separation of identities and differences, can operate not 
only abstractedly, as intellectual, conceptual imperialism, but concretely as 
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well - most notably in the forms of racism and colonialism " (Jardine 1985; 
14, my italics) 
The second part of this point is exemplified in the canon of the classical 
language of architecture, and the reformulations of the classical language. 
The principles of classicism were generated by the 'universal man' and it 
has therefore laid claim to the status of universal knowledge. It is the 
legitimate language of the master· discourse of architecture. and it therefore 
has the position of the language of architecture according to which 0 the r 
languages are measured. The claims for a universal knowledge have been 
extensively criticised within feminist/poststructuralist theories which 
point to a politics of knowledge. and which have dIsclosed its premises in a 
rational (masculine) subject, and its traditional Euro-centredness.(Grosz 
1986; Grosz 1988; Jardine 1985) While the notion of a universal language of 
architecture is criticised on an ethical basis, any book on the Western 
history of architecture will illustrate the geographic spread of the classical 
language: firstly with Palladianism. secondly with Colonisation and 
Imperialism. and thirdly, by m.ethod of appropriation as a language of the 
authority, as with the neo-classical/fascist expressions in . Germ any , and the 
Stalin empire in the Soviet Union. It was also transported throughout the 
'new world' countries such as Australia, Canada and America, through the 
illustration of the classical orders in pattern books. This historical s e If-
evidence then would seem to justify the ideological claims. It would seem 
that architectural history texts merely reflect the reality of the built 
environment. merely recording the use of this language by a broad 
geographic and cultural field. 
It is important to be alert to these limited views of how systems of 
knowledge/power operate. Rather than thinking of power operating only 
at an ideological plane, it is important to take note of Foucault's critical 
theories which are particularly relevant for architecture: that bodies are 
the targets of knowledge/power through a 'spatialisation of power,.8 With 
these insights the historical self-evidence of the 'universality' of the 
classical language is actually a representation of how knowledge and power 
act as combined forces as spatial practices. The classical language is a meta-
discourse which is practised within the political environments of 
8 I use and critique Foucault's theories extensively in chapter 3: "To those that 
live/leave the dream." 
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colonisation and imperialism, and in post-colonial contexts through the 
general westernisation of the globe via tele-communications. There is an 
isomorphism between the notion of a universal language of architecture 
and the extensive alteration of the fabric of cities in colonies such as India: 
it has served to reflect back to the colonisers their own subject position. 
Returning to the point of conceptual imperialism I want to discuss briefly 
the mechanics of transportation of the image of the 'universal man' into a 
systematic language of architecture. First, the geometry implicit in the 
image is transported as a design theory for architecture. Diana Agrest 
provides a brief but incisive analysis of the implicit sexualisation of this 
'design theory', arguing that at the centre of the humanist principles is a 
male body. She argues that this male body is the central generator for the 
system of architecture: it is the fo rm which sets the scene for the rules, the 
orders, the geometries, the principles, the spatial configurations. As a 
'design theory' it effects the many levels of architectural discursive 
practices: it takes these abstract, mathematical relations into the practices 
of drawing, designing and building. These productions comprise the 
materiality for an architectural theory. So that yet another type of 
transportation occurs: one in which the 'object' is transported over to 
textuality, but only within the paradigms of the original text and image. The 
other mechanism which operates in 'design theory' is the notion of 
pre c e den c e , a type of transportation which is seen to bypass linguistic 
textuality: the architectural edifice is a precedent in terms of its own 
signifying imagery - proportion, symmetry, composition - are transported 
from one edifice to the next. The process of transportation is circular. 
The imaginary male morphology is a prior inscription onto the image of the 
'universal man' and via a geometric extension achieves a mapping of space, 
a mapping of the spatial horizon, which has both a vertical and horizontal 
axis. On the horizontal axis the transportation of the classical language of 
architecture, a language of authority, mapped out space, both within a 
cultural location and between cultural dislocations. On the vertical axis, the 
transformation of the ideal male body into a geometric image achieved the 
mapping of the conceptual space of universal knowledge. An example of the 
inscription of this vertical transportation is The Divinal Proportione,9 by 
Luca Pacioli (mathematician) and illustrated by Leonardo da Vinci, which 
9 This is another copy , in the sense of derivation from the ideal Vitruvian text. 
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declares about architecture: "From the human body derive all measures and 
their denomination and in it is to be found all and every ratio and 
proportion by which God reveals the innermost secrets of nature", and, "For 
in the human body they [the ancients] found the two main figures without 
which it is impossible to achieve anything, namely the perfect circle 
and the square." (Wiukower 1949; 15) Such is the basis for a claim for a 
pure knowledge, a knowledge that claims to be outside of social, cultural, 
and political forces, establishing its own conceptual closure,· its own 
systematic language, which then refuses judgement from outside it. 1 0 
PurrING MALE BODY BACK INTO DISCOURSE 
In analysing how the domination of the right to speak 'universally' 
has been appropriated by men, Irigaray suggests the procedures by 
which the male body is evacuated from or disavowed by phallocentric 
discourses and signifying practices. In so far as phallocentricism 
represents itself as disembodied, universal or true, the specific 
attributes and interests of men are capable of being presented as if 
they were universal. To compensate for this absence of the male body, 
-women are considered corporeal, bodily, material substratum 
supporting male intellect, reason, theoretical structures - male 
immateriality. It is only by reinserting the male body back into the 
discourses from which its has been expunged that femininity and 
women may be able to establish a discursive space or position from 
which to speak (of) their sex.(Grosz 1986;135) 
In the following analysis I will be elaborating on an incisive analysis by 
Diane Agrest: "Body, Sex, Logic.'" My analysis has the dual purpose: to 
inscribe the sites where the discourse of architecture 
figuratively/metaphorically/literally disembodies itself of a male body, and 
thereby to reinsert it; and to inscribe the sites of repression of the body-
matter-of-woman. 
NAVEL/CENTRE 
It is evident from the numerous images of the 'universal man' and the texts 
which describe this image that the navel is the centre from which the 
geometry of the the square and the circle are generated. While this may 
seem an arbitrary choice given that anatomically there are other points 
10 See Bal (1988; conclusion), for an insightful analysis of judgement - who judges 
whom, who refuses to be judged. 
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considered as 'centres', the heart, the groin, the lungs, even the throat; or it 
may seem a physically logical choice given its location on the body of a 
'well-built man'. My argument is that neither of these explanations are 
adequate and that the navel as centre from which is generated a systematic 
language of architecture is anything but merely arbitrary or physical. The 
navel as the geometric centre of the image of the 'universal man' inscribes 
it as sign of the centre of the symbolic system of architecture: from this 
centre the (male) figure is transformed into a system of rules, orders, 
principles, configurations. Agrest argues that "The centre represented by 
the navel, becomes a metonymic object or "shifter" in relation to gender. It 
is a true shifter III that it transforms the body into geometry, nature into 
architecture, the 'I' of the subject into the 'I' of discourse." (J acobson, 
Roman cited in Agrest 1988; 31) As I have demonstrated above the image of 
the universal man is an image of a male body, with genital member 
inscribed. The inscription of the navel as centre can be seen as shifting the 
focus away from the member which is inscribed in the image but is meant 
to be invisible. The effect is the repression of (male) sexuality in the system 
of architecture. It represents a critical act of 9.isembodiment: the navel as 
centre of the 'universal man' disembodies this image from the male (sexual) 
body. This is a metaphoric disembodiment. While the 'universal man' is 
already a disembodied image, the navel as centre is instrumental in 
creating a conceptual space that enables a transcendence: 'universal man' 
is unlocated sexually. It is a re-enactment of the naturalization of 'man' to 
stand for 'human'. Thus (masculine) subjectivity is again disembodied from 
his sexed, mortal, male body. 
Lets re-member what a navel is and has meant, morphologically, not only 
anatomically or geometrically. Everyone has a navel, or as it is called in 
everyday language, a belly button. While this might be a point of 
conviction about the universality of the 'universal man', it also testifies to 
my argument below, that the navel as centre has the effect of substituting 
the maternal procreative source of life with the economy of 
phallologocentric cultural creativity. Morphologically, the belly button is a 
reminder and a remainder, an inscription on the morphological body, both 
male and female, of the umbilical chord. By association, then, it is an excess 
on the child's body, that re-members the maternal source of nourishment 
and supply. The point of receiving maternal nourishment and r e -
membering that other origin, the repressed maternal origin. As the centre 
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of the symbolic system of architecture, it becomes the creative source. It 
shifts metaphorically and morphologically (for the male body)ll from a 
point of receiving and re-membering to a point of generating and 
projecting. In effect the navel as centre for the generation of the symbolic 
system of architecture has supplanted that other creative source, the 
maternal one. Importantly, it achieves this by appropriating the maternal 
function of generation and regeneration. 
Through this metaphoric process the image of the 'universal man' is 
disembodied of the male body specifically as a body that owes a debt to a 
maternal source of nourishment, a body that is marked by imprints of 
dependency and corporeality. The navel is a reminder of the dependency of 
the male child body on the maternal female body. Within this morphology 
the navel is the centre for receiving, and for becoming a lived, mortal and 
specific being. The symbolic syStem of architecture reverses this 
morphological system, it is a metaphoric system which transplants the 
morphological/biological system. The morphology of the navel is 
appropriated an-d repressed within the symbolic system of architecture. The 
female body as a maternal body is thus the body-matter-of-woman by and 
through which architecture is constituted, and he r morphology is "op-
pressed" into the discourse of architecture. 
The navel becomes the source of creative capacity rather than site of 
dependency and receiving. It inverses the mapping of dependency, 
mortality, sexuality, into a mapping of autonomy, creativity, and 
universality. Whilst the inscription of navel functions to metaphorically 
disembody the image of the 'universal man' from the male body, the 
feminist eye again focuses on the member, that is meant to be invisible. The 
feminist eye oscillates between the navel and the penis weaving a zone of 
entangled associations, a web of connections that is otherwise unnoticed 
because of the focus on the periphery, the circle and the square. It reads 
the blank part in the text, describing the image, the signs, the relations. It 
reads navel-penis-phallus, an entangled and irreducible network of forces 
and power relations, that whilst reproducing the phallologocentric 
economy also attests to the ambiguity, the contradiction, the excess - the 
consistent inscription of the penis the slippage from metaphor to 
1 1 Women are seen to repeat the gesture of maternal source of nourishment and 
supply. 
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metonymy, through which the male body can be re-inserted into the 
symbolic system of architecture. 
IMMACULATE CONCEPTION 
An economy of truth must continuously re-produce networks of 
signification and relations which have the effect of ensuring that the 
masculine male body is reconstituted in more and more sophisticated ways 
as the only imaginary which effects the architectural symbolic. Diane 
Agrest has shown that a reading of the Renaissance texts will illustrate that 
the architect takes on the role as 'mother' of architectural production: h e 
can give birth to architecture by himself. Agrest cites a bemusing text by a 
Renaissance architect, Filarete: 
You perhaps could say, you have told me that the building is similar 
to man. Therefore, if this is so it needs to be conceived and then 
born. As [it is] with man himself, so [ it is] with the Building. First 
it is conceived, using a simile such as you can understand, and then 
it is born. The mother delivers her child at the term of nine months 
or sometimes even seven; by care and in good order she makes him 
grow. 
The building is conceived in this manner. Since no one can conceive 
himself without a woman, by another simile, the building cannot be 
conceived by one man alone. As it cannot be done without woman, so 
he who wishes to build needs an architect. He conceives it with him 
and then the architect carries it. When the architect has given birth 
he becomes the mother of the building. Before the architect gives 
birth, he should dream about his conception, think about it, and turn 
it over in his mind in many ways for seven to nine months, just as a 
woman carries her child in her body for seven to nine months. He 
should also make various drawings of this conception that he has 
made with the patron, according to his own desires. As the woman can 
do nothing without the man so the architect is the mother to carry 
this conception. When he has pondered and considered and thought 
[about it] in many ways he ought to choose (according to his own 
desires), what seems most suitable and most beautiful to him 
according to the terms of the patron. When this birth is 
accomplished, that is, when he has made, a small relief design of its 
final form, measured and proportioned to the finished building, then 
he shows it to the father. (Filarete, Antonio A. (T r a tt at 0 
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d'architettura 1461-63); Treatise on Architecture, trans. J. Spencer, 
cited in Agrest 1988; 34, my italics) 
There are a number of effects of this metaphoric operation which Agrest 
has called "architectural transexuality". The male imaginary body does not 
have the same 'biological limitations" as a male corporeal body: it can 
appropriate the value and capacities of an-other body, namely the maternal 
body. Thus the maternal role is imprinted onto the architect. Conception is 
constructed as his, (a disembodied masculine subject), creative capacity. 
Whilst in the narrative of the polis there was a strict division between the 
begetting by man in comparison to the begetting by woman, in this moment 
the maternal processes of conception and birth are literally appropriated 
by the architect. It has the effect of reconstituting a male imaginary wit h 
capacities of the maternal body. It is important to note that the 
architectural institution comprises of subjects which are largely men, it 
excludes women from its institutional structures. The relations between the 
symbolic system of architecture and its imaginary body are not se,quential c 
or developmental, as Whitford argues, they are structural: "The imaginary 
is an effect of the symbolic."(Whitford 1991;91) The double gesture of 
exclusion of women from the symbolic language and the institution of 
architecture can be understood from the point of view of the same male 
imaginary. The moment that the architect takes on the maternal role 
demonstrates the support of the institution, the social order, for the 
phantasies of the male imaginary. Irigaray has argued that the present 
symbolic order is completely imaginary, which I think refers to the 
complete isomorphism between a patriarchal social order and a 
phallologocentric imaginary: "The symbolic that you impose as a universal, 
free of all empirical or historical contingency, is you r imaginary 
transformed into an order, a social order."(lrigaray 1985c; 269, cited in 
Whitford 1991; 90) The architect as disembodied 'universal' subject fulfils 
the acquisition of the value and capacity of the other maternal body. Man as 
architect appropriates the female functions . of conception and 
(re)production. 
This is another situation which demonstrates the phantasy of masculine 
auto-reproduction. Filarete's statement, 'since no one can conceive himself 
without a woman', would seem to be a case against auto-reproduction, yet 
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what follows, 'He conceives it with him', a relation between the patron and 
the architect, a 'he/him' relation ensures that woman and women are 
excluded from the scene of representation. Mother and . father are both men; 
they are both effects of a male imaginary which is supported by a 
masculine disembodied subjectivity. This relation is not merely metaphoric, 
it is a form of concrete arrangement, an arrangement which constitutes the 
social and symbolic system of architecture. (Foucault 1978; 141) In addition 
to having a procreative phantasy imprinted onto the male imaginary of 
architecture, the symbolic system of architecture reproduces the sam e 
ho(m)mosexual economy of men, in which woman and women are simply 
objects of exchange. Irigaray has argued that we live in a culture that 
"amounts to the institution of the reign of hom(m)o-sexuality. "(Irigaray 
1985b; 171) Relations between men are governed by the love of the sam e, 
the exclusive valorization of men's needs/desires. As feminist theorists have 
argued, the problem with this monologic, monosocial, hom(m)osexual 
culture is that it leaves no space for woman as such.(Irigaray 1985a; 26. 
Grosz 1989; 107. Whitford 1991; 35, 102.) 
The enactment of the architect's procreative fantasy is a re-enactment of a 
man-made social body: a body that is autonomous, motherless and immortal. 
What is repeated is "a surreptitious incorporation of the maternal which at 
the same time obliterates the traces of the maternal role in 
reproduction."(Whitford 1991; 111) It is evident that while the architect 
relies on the metaphoric appropriation of the maternal in order to assist a 
transcendence towards an autonomous universal subjectivity, the maternal 
as a function of women is excluded from the scene of representation as well 
as from the scene of reciprocal social relations. 12 Whilst the father, as 
Filarate states, cannot engender alone, the maternal cannot be really 
excluded, rather, it is subordinated to the paternal, as Filarate states, 'then 
he shows it to the father', for approval. In the act of the architect as 
mother, the maternal is subordinated to the paternal fiction in which the 
economy of the 'proper', that which is approved by the father leaves only 
the paternal line: the architect as mother is merely the 'other of the same', 
another man, like the father, he is not a woman, this act is in fact an 
appropriation of the maternal. While referring to the dependency on 
'woman', her maternal capacity is transported metaphorically onto the 
1 2 Whether architects are women or men the construction of the 'architect' is 
informed by a male imaginary. This has sexually different effects. 
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architect's capacity to conceive. Such a masculine birth assumes both the 
appropriation and the disavowal of women's ability to reproduce life: 
women's procreative bodies are dispossessed of cultural valuation and 
meaning. (Gatens 1988; 65) The enactments of the architect's procreative 
phantasy substitutes woman as mother at the level of cultural production 
and signification. Through the incorporation of metaphoric maternal 
functions. women's morphological maternality is dispossessed of its 
(pro)creative generative functions. 
The architect is in the service of the father, reproducing architectural 
edifices as the immortal children of man's creativity. Within this act is the 
metaphoric and social practice of the detachment from woman/women: the 
fantasy that the architect is autonomous from women and from the 
corporeal body and specifically autonomous from the maternal body. 
Irigaray claims, "The Father, for his part, is eternal, because he has always 
refused to be born." (Irigaray 1985a; 319) The architect's metaphoric 
enactment of procreative conception is one without sex, it is a birth without 
pregnancy or labour, and h~. beg.ets.a child which is immortal, a building, a 
city.(Agrest 1988;36) Thus this motherless conception ·produces a body-
politic which is untouched by death. This then comprises the reign of the 
'proper'. the Name of the Father, proper productions. property. propriety. 
appropriate a system which "regulates the domain of male self-
representations and images. with the effect of relegating women to the 
position of the improper, the impure. the unclean, with no proper names of 
their own . The proper-ness of the masculine can only be constructed and 
ensured if men's access is secured by women's exclusion."(Grosz 1986; 137) 
It is interesting to note that many of the centralized churches of the 
Renaissance are dedicated to the Virgin Mary; she becomes a figure of 
devotion. The Virgin Mary is the figure that plays the role of the mother to 
a motherless child, the figure of immaculate conception. Wittkower points 
out that the doctrine of Immaculate conception had an all encompassing 
effect on the Renaissance architects. he argues that· there was a formative 
relationship between their desire to attain perfection and the Immaculate 
conception of the The Virgin Mary, stating, "The Martyrium erected over 
her tomb, the heaven ill which she is received, the crown of the heavenly 
Queen and the crown 0 f stars of the 1m mac 0 l a t a • the roundness of the 
universe over which she presides - all these interrelated ideas played their 
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part in giving preference to centralised plans of sanctuaries and churches 
dedicated to the Virgin. "(Wittkower 1949; 31) Suggesting that, "Moreover, 
there always was the connotation that it was she who had reared the 
Child."(Wittkower 1949; 31) The Virgin Mary is like the architect, she allows 
the Divine to pass through her, the same as the architect's mode of 
conception. This is another example that suggests those not born of woman 
have awesome powers. Architect as Man of Genius, as Creator, has access to 
the Divine through the creation of architectural edifices: the treatises and 
architectural (re)productions of Alberti, Leonardo, Pacioli, Filarete, were 
seen to reveal the perfection, omnipotence, truth and goodness of God, as 
much as they echoed it. (Wittkower 1949; 29) 
WOMB RE-DESIGNED 
I therefore say that first of all the main square [piazza] should be 
placed in the middle and the center of that city or as close as 
possible, just as the navel to man's body; convenience should go 
second to this. The reason for this similitude could be the following; 
just as it is through his navel that human nature gets nutrition and 
perfection in its beginnings, in the same way by this common place 
the other particular places are served.(Di Giorgio, F. M., Trattari di 
architettura. ingegneria e arte militare (1470-92) Italian ed., edited 
by C. Maltese, cited in Agrest 1988; 35) 
In this text by the Renaissance architect, Di Giorgio, the appropriation of 
the maternal is enacted as the unspoken body-matter-of-woman that is 
transported over to space of the city. The contradiction in the logic of Di 
Giorgio, that is if the navel is the signifier of the dependent relationship of 
male child to mother, how can the navel of man, be 'the common place [by 
which] the other particular places are served.' As Agrest argues this is only 
possible if by the sign of the navel, the maternal capacity of the womb is 
transported over to the architectural sign of the piazza. The effect of this 
metaphoric operation between man, womb and piazza is that through the 
(il)logical analogy that man's navel is transformed into the piazza, the 
centre of nutrition and nourishment, which is logically likened to a 
maternal womb, the masculine male imaginary is imprinted . with the 
capacity of maternal womb. It is evident from this example how the 
imaginary and the symbolic, the subject and the object rely on and 
implicate the other: the subject, man, IS projected onto the object, the city; 
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which in tum implicates the male imaginary, which has the capacity for 
nourishment of the maternal womb. 
My argument has demonstrated how the body-matter-of-woman as the 
maternal is subsumed within the male imaginary of architecture and how 
woman and women are excluded from the symbolic system of architecture. 
Woman, initially dislocated from subjectivity and constructed as the body 
that is lived, sexual, specific, mortal and procreative is now appropriated as 
the maternal body within the economy of the Same. Thus, as Agrest argues, 
woman in her function of the greatest norm, that of reproduction, is 
incorporated in the symbolic system of architecture, as a capacity of the 
male imaginary. Woman is at once engulfed and expunged from the 
symbolic system of architecture and her female morphology is always 
already excluded from a male imaginary. It is impossible for woman and 
women to have representation within an (libidinal) economy structured by 
masculine needs and desires. 
Parallel to this is the strategy to reinsert the male body back into the 
discourse of an architecture which claims to be universal. It is evident that 
'universal' architecture does not include womanliness, the female body, the 
feminine, woman, women, except as variations of a masculine subjectivity. 
My argument has been that this knowledge is implicitly sexualized through 
an imaginary which is informed by a male morphology. The implications 
are extensive and impossible: they point to the repression of sexual 
difference within an economy of 'truth' which only has space for one 
subject: the masculine-male. The strategy has been to reinscribe the 
imaginary male morphology back into the discourse of a 'universal' 
knowledge of architecture, to investigate knowledge as political and 
sexualized and thereby to clear some space for the (im)possibility of two 
sexes. 
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DBA TH OF ONE: The Poststructuralist Moment. 
Only a very small part of architecture belongs to art: the tomb and 
the monument. Everything else which serves a purpose should be 
excluded from the realms of art . . . . If we find a mound in the forest. 
six-foot long and three-foot wide, formed into a pyramid, shaped by a 
shovel, we become serious and something within us says, someone lies 
buried here. This is architecture. (Adolf Loos, cited in Frampton 
1982; 6) 
The dividing line between the house of the living and the house of the 
dead in form and in function, has al ways been perilously thin. 
(Vidler 1992; 121) 
A ground rises, a heap [montage] of forms collapses. The horror of the 
abyss, attributed to woman. The loss of identity - death. (Irigaray 
Amante Marine; 97) 
The woman who enveloped man before his birth, until he could live 
outside her, finds herself encircled by a [language] of places that she 
cannot conceive, and from which she cannot exit. (Irigaray 1993; 94) 
There a:re extensive and detailed descriptions in Anthony Vidler's, The 
Architectural Uncanny, about the killing of the house of classical 
architecture and the killing of the humanist body. After reading Vidler's 
interpretations of recent architecture it would seem that its discourse is 
overwhelmed by a sense of loss, of rupture, of absence, of uncertainty, of 
emptiness, of doom, of ultimate failure; it is a discourse which is 
representing, and through representation, constituting, a postapocalyptic 
vision of the world. It is a discourse in which death becomes a central force. 
A scan over the history of architecture will reveal that the deployment of 
death is not a ground breaking category, Mumford notes that the "The city 
of the dead antedates the city of the living."(Mumford 1961; 14) The tomb 
and the monument 13 are the architectural edifices par excellence; as 
houses for the dead, or should I say, living dead, they represent the highest 
for m s in a narrative about which has been stated, "Architecture is 
something appearing in the place of death, to point out its presence and to 
cover it up: the victory of death and the victory over death." 14 Death is not a 
13 Lefebvre (1991; 221), describes the monument as the sign of the 'will for 
mastery': "Only through the monument, through the intervention of the architect as 
demiurge, can the space of death be negated, transfigured into a living space which is 
an extension of the body." 
14 Interpretation of Hegel's notes in Aesthetics by Hollier (1989; 6). 
111 
new category within the discourse of architecture, but why this 
preoccupation, this obsession, this hysteria, this return to this theme in 
contemporary discourse? 
In this section I will be focusing on Vidler's text, The Architectural 
Uncanny, because it presents itself as a comprehensive and intellectual 
account of such concerns as 'the uncanny', 'the body', and to use his phrase, 
'the monstrous double of architecture'. These are questions which I am 
interested in, but it will become apparent that my position of enunciation, 
of ethics and analysis is quite different to Vidler's. More to the point, I think 
that Vidler's deployment of these terms has the effect of silencing 0 the r 
positions. IS Basically, feminist discourse has not yet (and cannot) claimed a 
'proper' space within architectural discourse and Vidler's text is one of 
those 'cult' books that the intellectual in architecture consume with a 
hunger that does not consider its specific position of enunciation. I think 
that it is largely misinterpreted as a book that is dealing critically with 
concepts of 'the body'. My reading of this text is informed by both Foucault's 
theories on the 'body' and feminist discourses on 'the body', 'the feminine', 
and what is at stake for phallologocentric economies. - Some of the theori~ts 
I will be using include, Luce Irigaray, especially her work on 'woman as 
house/container for man', Alice Jardine's work on the present unknowable 
space as feminine, Rosi Braidotti on the appropriation of the feminine, and 
Elizabeth Grosz on the body. My analysis will only be of parts of Vidler's 
text. 
Vidler interprets the work of contemporary architects which he claims are 
at the forefront of the intellectual field in architecture, describing each 
one as though driven by the force of death: Stirling's museum project is 
interpreted as an 'establishment of a cemetery at its heart, . . . exposed and 
dead, the dismantling of all the other organs followed, culminating in the 
loss of face'(Vidler 1992; 95); Tschumi'$ La Villette is a landscape that is 
'deliberately emptied out; if it is a fragment of nature, it is more a still life, a 
nature morte, than any attempted imitation of the real thing'(Vidler 1992; 
114); and Eisenman's houses 'seem not to be houses, or at least· habitable; 
15 As I have argued in chapter one, architecture is a discourse in which (critical) 
'theory' is antithetical to its institutional interest. The impact of someone speaking 
about particular concerns is that that person is seen as an expert, there is very little 
space for debate. This is distinct from how 'the body' might be deployed in other 
disciplines. . 
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their emptiness suggests that the civilization that once inhabited their 
strangely configured rooms has long disappeared. Thus abandoned, they 
take on the air of ready-made tombs' (Vidler 1992; 121). Of course there are 
questions which illustrate obvious contradictions and ambiguities such as -
if this contemporary architecture is intellectual, as Vidler claims it is, what 
does 'at its heart' mean in the current methods of decentering; how can a 
dead nature be compared to an 'imitation of the real thing' in the context 
that nature, is itself a culturally constructed terrain; and, if the author is 
dead, as recent thought claims, what position is Eisenman projecting onto 
the design of houses as tombs, presumably for women and men to live in. 
These questions are peripheral to my discussion because they are within 
the narrow field of the assumption that meaning inheres within the for rn 
of the architectural object, a position to which I will respond with a quote 
from Foucault: "After all, the architect has no power over me. If I want to 
tear down or change a house he built for me, put up new partitions, add a 
chimney, the architect has no control."(Foucault 1984; 247, my italics) My 
particular interest is in the constitution of the body-politic of architecture, 
the incorporation of woman and the feminine, and the effects on reciprocal 
relations of power In the symbolic system of architecture. In this, 
architecture is a very significant and pervasive power practice. 
Feminist theory has illustrated that 'death' and 'woman' are philosophically 
and culturally intertwined, that their relationship is a dependent one. 
Vidler's dependence on Freud's uncanny entails an implicitness of the death 
drives within his text, which he mentions: "his essay in fact precipitated 
the uncanny into the more disturbing territory of the death drive. "(Vidler 
1992; 7) My argument is that an economy .of the death drives, whether 
acknowledged or not, functions implicitly in Vidler's text as much as it 
functions in the (re)production of the architectural edifices that he 
analyses. In S pee u 1 urn, Irigaray links castration with the death drives, 
arguing, that within a patriarchal economy of the death drives (a society 
dominated by a fear of death), woman is constructed as already castrated, 
and is seen to· endanger this system. (Irigaray 1985a; 102. Whitford 1991; 95, 
137) Why? Death is a kind of 'hole' in being, something that is absent even 
from the unconscious. Woman as chatree, castrated, is seen to be without 
representation because in the place of the penis, she has nothing: 
By a fault, a flaw, a lack, an absence, outside the system of 
representations and autorepresentations. Which are man's. By a hole 
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in men's signifying economy. A nothing that might cause the ultimate 
destruction, the splintering, the break in their systems of 
"presence", of "re-presentation" and "representation. "A nothing 
threatening the process of production, reproduction, mastery, and 
profitability, of meaning, dominated by the phallus - that master 
signifier whose law of functioning erases, rejects, denies the surging 
up, the resurgence. the recall of a heterogeneity capable of reworking 
the principles of its authority.(Irigaray 1985b; 50) 
Irigaray argues that woman can stand for that hole in representation. for 
the unthinkable, nonknowable. as a kind of 'dark continent' which enables 
the subject(s), men, the illusion of mastery. It is easier if woman is the 
screen for the projections of man's phantasy. anxiety, fears, than for man 
to address these within the social and symbolic distributions of power and 
desire.(Whitford 1991; 117) Irigaray argues that it is through these links 
between castration and the death drives that woman comes to rep res e n t 
death, to represent the unthinkable for and by men. In this way there is an 
illusion of rational master subject. at least for m~n. This illusion of mastery 
operates m a specific way for the architect constructing architectural 
edifices for/by the force of death in that, the architectural edifice returns 
to the architect as the object (of desire). The object ensures his capacity for 
creation/creativity, which, in this economy. is the process by which death 
is covered over. 
Vidler does not discuss the sexualisation of death critically. Rather it 
functions in the form of textual pornographic collage, fragments of sex are 
incorporated into his text, as though they are randomly selected examples, 
and about which he states, "the hardly subdued erotic subtext of the buried 
city," a statement which could be used to describe Vidler's text, itself (for 
city read subject). These are slippages into an explicit aestheticized 
sexuality whilst the rest of the text is an implicit textualization of sexuality. 
They are gaps in what is re-presented as an adherence to neutrality in 
relation to death and the body. They serve to reveal what Vidler, himself, 
has 'buried alive'; namely sexual difference. Like death, sexual difference is 
always already there. whether we acknowledge it or not. Sexuality, death 
and the body are textualised. Derrida's deconstructive methodologies 
demonstrate that the 'neutral' position is the position of man, a humanist 
subject: 
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What we could call the neutralization of sexual marks, has as you 
know, the effect of giving power to man. When you say, 'well you are 
in a neuter field. no difference', we all know that in this case the 
subject will be man. So, this is a classical ruse of man to neutralize 
the sexual mark. In philosophy we have such signs all the time: when 
we say that the ego, the 'I think', is neither man nor woman, we can in 
fact verify that it's already a man and not a woman. It's always the 
case. So, to the extent which universality implies neutralization, you 
can be sure that it's only a hidden way of confirming the man in his 
power. That's why we have to be very cautious about neutrality and 
neutralization, and universality as neutralization. (Derrida 1987; 
194, cited in Whitford 1991; 128) 
Eroticism for Vidler, is and can only be, within in an economy of the death 
drives; it is informed by an imaginary in which the image of woman is 
entangled with the force of death: death is inseparable from woman as they 
are construed within western philosophy and culture. 1 6 
Architectural edifices are a particularly literal exemplification of_ 
Irigaray's claim that man must work at raising his own tomb as a way of 
using his life to ward off death. Each time an architect reproduces an 
archi tectural edifice there is a re-enactment of the effect of 'raising his 
own tomb'. There is an overdetermination, or a double emphasis of the death 
drives through the central position of the tomb and the monument within 
the constitution of architecture. Vidler's description of a visionary design 
by the eighteenth century architect, Boullee, titled 'Temple of Death' 
introduced "a notion of architecture that would speak of death" reveals the 
extent to which 'death' is incorporated in the language of 
architecture.(Vidler 1992; 170) An anthropomorphism which is at the basis 
of this architecture is evident in Vidler's statement: "inverting the theory 
to make an architecture based on the "death form" of the body."(Vidler 1992; 
171) This time, however, Vidler has an answer to the question, 'which 
body?' Replying in a round about way that architecture, itself turns into the 
image of death, but that this has a link "with narcissism and death as the 
punishment for having sought immortality, for having wanted to "kill" the 
father. "(citing Sarah Kofman, Vidler 1992; 171) Vidler's conclusion is that 
the building is 'the double' of the death of the subject. The building thus is 
the body-matter through which the death drives are organised and 
16 See Irigaray's analysis of the myth of Antigone in· Whitford 1991; 118-122. 
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distributed. Vidler's account of Boullee would seem to be an analysis of a 
masculine subject driven by the fear of death: "Boullee's relentless desire to 
mimic the "engulfing" of the subject into the void of death." but again we 
read an aestheticized description - "a monument to nothingness" - without 
any interrogation as to why a 'male, masculine, Euro-centric' architect 
would design such a monument to nothing.(Vidler 1992; 172) There is no 
discussion of the economy of the death drives in Vidler. or their 
interdependence with the social construction of a masculine subjectivity 
and a male imaginary. The critical links between sexuality. creativity and 
subjectivity and the way they are distributed within the social organisation 
of architecture are not put into discussion. 
According to Irigaray, men must build, they are the "creators of worlds. 
constructors of temples, builders of houses," they must build to cover over 
the place of death. Here the use of the architectural metaphor stands for the 
'house of language', language is seen as a territory, a house, a home. In as 
much as architecture has a discourse, a language, a symbolic system of 
representation, it also partakes within this economy of the death drives. In 
addition it functions literally as a house, a city, through spatial technologies 
of power, its effects are more literally lived. Vidler states. "The building, as 
the double of the death of the subject, translated this disappearance into 
experienced spatial uncertainty." (Vidler 1992; 172) By defining the effect 
as 'experience' Vidler naturalizes spatial effects as something internal to 
the individual. But architecture is a production of spatial technologies of 
power which act directly onto bodies. Its effects differ according to the sex 
of the body. Power is made self evident and legitimated through its 
spatialisation in architecture, through its visibility. 1 7 This need/desire to 
construct houses, cities, grottoes, huts, universities, Irigaray argues, 
constructs a cultural pathology, with negative effects on women and men. 
Whitford interpreting. Irigaray, states: "For women, the effect is dereliction, 
symbolic homelessness, or imprisonment. For men, the morphology of the 
male body. enshrined in theory/philosophy, has become a 'sepulchre' 
however decorative or comfortable;" and. "the symbolic division in which 
woman represents nature, the body, sexuality, the unthought, the 
1 7 Foucault has introduced this theory of the 'spatialization of power' which I will 
discuss extensively in chapter three. 
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unthinkable, castration, and death, cut off from the transcendental, in fact 
prevents life, mobility, and fertility on both sides." (Whitford 1991; 157) 1 8 
In the monuments and architectural edifices that Vidler describes, 'man' is 
the subject of the symbolic dominated by an economy of the death drives, he 
is the head of the house as much as he is the architect, (the patron, the 
historian, the theorist). The isomorphic relationship between the male 
morphology of the imaginary and patriarchy enables his representation of 
the death drives, it enables the re-production of architectural monuments 
to cover over the place of death, for him. However, while man, the 
architect. the historian is active, productive, and attempting to transcend 
mortality, the morphology of his imaginary is immortalised but only in the 
form of a 'sepulchre'. However intellectual or ornamental, a 'sepulchre' is a 
space of stasis and paralyses. The 'sepulchre' is evident as much in the 
sheer walls of a hotel foyer as it is in the ornamentation of a Mannerist 
facade. Architects designing space through and by a force of the death 
drives is both a representation and a constitution of this 'sepulchre': space 
is designed as a 'metaphor-matter'. of death, it is designed as a tomb. Thus, 
through architecture, the metaphoric 'sepulchre' is: transported over to 
space, it is formulised as an architecture, it is literally a tomb. The tomb is 
an overdetermination of the 'death drives': it is a result of their functioning 
in the male imaginary, it is a sign in the symbolic language of architecture, 
and it is constitutive of urban space. Therefore there is the perverse 19scene 
that, not only, are men living in a tomb, men's desire is to live in a tomb. 
Lefebvre notes that a 'victory of the Logos' can only be a dwelling in a 
tomb: "The eye (of God, of the eternal Father) takes up residence in the 
tomb."(Lefebvre 1991; 291) 
How, then, are women to live in the edifices built by a male imaginary? 
Woman, Irigaray argues, is imprisoned and buried alive. A description, in 
Vidler, of an impression in the earth of a young woman's breast, is an 
imagery reflecting Irigaray's argument about an image of Antigone in the 
tomb, walled up alive, to represent the image of woman in patriarchy. 
18 I will be using Whitford's interpretation of Irigaray's work extensively in 
this section. OED : i. Sepulchre - A tomb or burial place. ii. The cave in 
which Jesus Christ was buried outside the walls of Jerusalem; hence the 
buildings erected over the traditional site of this cave. 
19 See Kristeva (1986b) on the three possibilities of psychic relation to the 
(m)other: neurosis. psychopathy, perversity. 
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Antigone puts the blood ties of the mother before the laws of the polis. For 
this she is "not put to death by violence, but she must be imprisoned, 
deprived of liberty, of air, of love, of marriage, of children."(Whitford 1991; 
119) She is the guardian of the dead. In Vidler's example. the young woman 
is the substance of the corporeal, she is inscribed as all sex. Vidler re-enacts 
the use of woman as a substance with which to build architectural theory; 
woman is encrypted in the text as she is 'buried alive' literally In Pompeii. 
In this example the resonance of the 'metaphor-matter' is played out 
through an archeological, scopophilic gaze which connects: (female) body 
- city - tomb. It is an eroticisation in which the body of woman is subjected 
to the scopophilic (masculine) gaze and transformed into a corpse. Vidler 
uses Barthes analysis that the process of bodily observations would be like 
"fetishizing a corpse", but does not reflect on the subjection of his own 
textuality. In the end Vidler's eroticised textuality is a language in which 
woman is buried alive, and women are represented only by means of a 
violence that contains them within a libidinal structure of masculine 
desire. It exemplifies the epistemic violence intrinsic to its textual (sexual) 
indifference. 
The 'house of language' is closed, it is described as a closed fort, but woman 
is imprisoned within it. If, as Irigaray argues, the imaginary is informed by 
a morphology of male body, where and how do female bodies dwell and stay 
alive in the edifices built by it? Where and how do female bodies dwell 
within an architectonic of a 'sepulchre', within the architecture of a tomb, 
within the architectural space of death? Given that there is no 'space' 
outside this architectural configuration, woman cannot, so easily, construct 
other dwelling places. While the house, the polis, 'architecture' is closed to 
woman as a space for her subjectivity, she is imprisoned within its 
space/time configurations. To return to Vidler's architectural examples 
discussed above, it is apparent that the exposed 'heart' is her, the body-
matter-of-woman, as is the 'fragment. of nature', whilst it is he, the 
masculine subject that loses face. If, as I have argued this architecture, 
these edifices, buildings, are constructed against men's fears of death and 
mortality, women, the living reminders of birth, must be imprisoned within 
it. Irigaray argues that this house, this dwelling reveals a hatred of nature, 
a hatred that I think is exemplified in the desire to make architecture like a 
tomb, an archi lecture which seeks to entomb the body. It is however a 
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hatred and a destructiveness that is never confronted because 'woman' is 
there to screen it. 
For if she was not, and available to him, what would become of his 
language [langage]? ... The dwelling of man is not built without 
hatred of nature; that is why she must be the one to safeguard 
it.(Irigaray 1983. L'oublie de l'air; 71; cited in Whitford 1991; 156) 
In order to impose [his] sexual destiny as the truth of the whole [du 
tout]. as the advent of the all [du tout] in the same, man has taken 
from nature her life and in exchange has given (back) to her death. 
(Irigaray 1983, L'oublie de l'air. 85; cited in Whitford 1991; 156) 
I have stated earlier that woman stands for the place of death for men, 
woman becomes that house. that container. She is entrusted with his 
anxieties, fears. phantasies, she is the guardian of his unwanted functions 
and conditions. Therefore. women are cut off from their own becoming, 
they are buried alive III patriarchal culture.20 It is the effects on a 
morpholo gy of a female body. the effects of a space/time configuration 
motivated by the death drives that remains unthought about, it remains 
unthinkable - in- an architecture that insists on the reproduction of the one 
sam e sex. Paradoxically then, I have repeated Vidler's own phrase 'Buried 
Alive', but this time, a reading of his text reveals that it is a 'house of 
language' which imprisons woman. It subsumes he r within the text, while, 
he. the author, remains indifferent to the feminization of space and the 
sexualisation of the text. I have therefore inscribed what is implicit but 
blank in his text, the question, 'which body is buried alive'? In this 
architecture, in this text, woman is 'buried alive'. It is, however, a prison 
for both sexes. The call is for a radical reorganization of the economy of the 
death drives, Irigaray claims: 
In order for [sexual] difference to be thought and lived. we have to 
reconsider the whole problematic of space and time . .. A change of 
epoch requires a mutation in the perception and conception of space-
time, the inhabitation of place and of the envelopes of identity . 
. (lrigaray 1993; 15) 
20 I have made extensive use of Whitford's interpretations of lrigaray's theories in 
this analysis, see especially her chapter six, "Ethics, Sexuality and Embodiment." 
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RETURN TO THE BODY 
Here the desire to return to the womb, displaced into the fear of 
being buried alive, would exemplify Freud's uncanny. (Vidler 1992; 
55) 
The second cause of the uncanny stems from the return of repressed 
infantile complexes, those of castration or womb fantasies for 
example, which, on returning, throw into question not so much the 
status of reality - such complexes never were thought to be real - but 
rather the status of psychical reality.(Vidler 1992; 79) 
Vidler suggests that there is a 'return to the body' in recent architectural 
work. My emphasis in reading his text is on questions such as 'who is 
ret urn i n g' and 'to which body'. Vidler claims that the 'body' that is 
represented in archi-tectural reproduction is not the wholistic humanist 
body, but a "fragmented body, a body in pieces, if not deliberately torn 
apart, then mutilated beyond recognition."(Vidler 1992; 69) The answers to 
these questions are not exactly straightforward, and my aim is to inscribe 
the differences of the body to which Vidler isjndifferent. The way the body 
is thought in Vidler's text is a a body as given in nature; even though ·i( is -
mutilated it is unsexed and unlocated in the specificity of space and time; it 
is a transcendental body that perpetuates the humanist teleology of the 
'universal man'. The 'body' has been a site for extensive theorisation in 
recent texts, especially feminist work such as that of Luce Irigaray, and 
Foucault's work on the body as the object of power. That Vidler insists that 
the body is 'a given' rather than engaging with these theories, constitutes a 
major oversight, and one that functions to undermine his text 
irredeemably. Even when he departs slightly from this 'fixed' notion of the 
body, with his reference to Sartre, suggesting that the object domain acts on 
the body, Vidlermaintains a dialectical relationship between architecture 
and the body.(Vidler 1992; 82) The body is culturally produced, through 
inscriptions of power/knowledge, it is a signified terrain, and there is an 
irreducible difference between the female and male body. Conflated within 
Vidler's text is the difference between many bodi es: the maternal body as 
the body-matter-of-woman; the 'feminine' space, that male theorists 
appropriate to 'prop' up their theories; women's bodies which are totally 
excluded from the discourse; the male body which informs the imaginary of 
architecture and its representation as the fo rm of architectural edifices. 
There are, at least, four bod(y)ies with which to contend. 
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Vidler's text is a re-presentation within the parameters of the 'death of the 
humanist subject'. There are extensive descriptions of the repeated killing 
of the humanist subject, the killing of the Father. His interpretation of a 
recent project states: "a 'permanent' monument to an architecture which 
burns, with its impaled roof, illustrates almost too directly, but 
uncomfortably enough, the will to destroy the house of classical 
architecture and the society it serves. The latter project, indeed, 
encapsulates didactically, if not architecturally, the twin ambitions of 
Himmelblau to drive a stake at once through the house and through the 
specifically humanist body it represents."(Vidler 1992; 80) If the humanist 
body is represented in the image of the 'universal man', it seems, that the 
'killing' constitutes, not a radical deconstruction of the male imaginary, but 
merely a reaction to the form of this body. These types of reactions to the 
Humanist body/subject/house are merely substitutions of one fo rm for 
another form. What remains unchanged and not deconstructed is both the 
masculine 'disembodied' subject and the male morphology of the imaginary 
body in architecture. These have forged networks with the history of 
architects as men which is 'unconsciously' mentioned in Vidler's text: "If 
monuments, classically speaking, might be defined as "human landmarks 
which men have created as symbols for their ideals, for their aims, and for 
their actions. "(Vidler 1992; 136. my italics) The masculine 'disembodied' 
subject is illustrated III Vidler's insistence that the 'architect' (neutral 
transcendental universal) 
particular effects and 
transports over to the architectural object 
meanings that inhere in the for m of the 
architecture, "a kind of automatic writing that, operating through blind 
gesture translated into line and three-dimensional form, works literally to 
inscribe the body language of the designer onto the map of the city. "(Vidler 
1992; 76) Despite Vidler's claims against a one-to-one projection of subject 
and object, he insists on. a 'design theory' in which the architect can 
manifest meaning through a representational architectural. fo r m. He does 
not interrogate this process which assumes an esse nee of the object of 
architecture. That the male imaginary body remains· the same sex body is 
demonstrated by the complete repression of a discussion of sexual 
difference. The text itself reveals that these projects are the 'other of the 
same', variations on a theme: "These projects exhibit all the traces of their 
origins in classical and functional theory - whilst at the same constituting 
difference. "(Vidler 1992; 70) In one sense then, the body that is 'returned to' 
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is the sam e body as the humanist one, but a variation of it in for m . 
Obviously it is the same 'disembodied' masculine subject that is 'returning' 
to this body. 
From a position of interests in d iff ere nee, the repeated claim that these 
projects are largely representations of the killing of the humanist subject 
has a numbing effect. If you have not been positioned as a sovereign 
subject historically, there is not the same motive for revenge, antagonism, 
or drive to kill the humanist subject: the interpretation of present 
conditions are not within the same old dichotomous framework, as an 
antithesis to humanism. Perhaps there is a war as suggested by some major 
theorists (Foucault) but it is not so clear where the frontiers are, what is 
being fought for and what is being resisted - it is not as clear as these 
architects seem to want to assume in their reactionary stance against the 
classical body of architecture. If, as these architects and theorists, claim 
that they are 'killing' the humanist subject, they are also actually 
reconstituting another 'body' and another subjectivity. They are inventing 
a new 'anthr:opomorphic basis' for architects and for the symbolic system - of 
architecture. This new body is in- the economy of the sam e. Thus while 
representing death architectural production actually takes the place of it; 
and while 'killing the father', the architect actually becomes a (masculine) 
subject. As a feminist/architect/theorist I think that caution and resistance 
is needed in order that sexual difference, women and feminism are not 
thrown out with the fo rmal deconstruction of the humanist subject. 
Vidler repeatedly reminds the readers that what might seem to be 
superficial/literal/transliteral attempts. to dismember the classical body, we 
(he?) sense(s) some other deeper, inner processes in relation to the body, "a 
deliberate attempt to address the question of the status of the body in 
postmodern theory, not just in the outward appearance of the work but in 
its inner procedures.'~(Vidler 1992; 78) Perhaps, since depth is introduced, 
we might ask: At what 'depth' dismemberment? Who is dismembered? Which 
member? Vidler's answer is that the castration complex and the womb, have 
something to do with these deep inner processes, suggesting that images of 
"dismembered limbs, a severed head, a hand cut off at the wrist . . ." are 
eruptions of the castration complex. But what is the castration complex? 
Whitford interpreting Irigaray explains that "Symbolic castration in its 
most neutral sense, is a way of referring to what is called the loss of origin, 
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i.e., the entry into language and the symbolic, and thus the definitive loss 
('castration') of the original symbiotic relation with the mother." (Whitford 
1991; 84) Irigaray uses the term the retour (return) to describe the 
positioning relative to the mother and the representation of the imaginary 
body, for men. For women the term retouche (touching again) is used to 
describe their relative positioning to the mother and the imagery of their 
imaginary body. The womb is the original home, for both men and women. 
Ret 0 u r describes the nostalgia for a home, for the original home, for/by 
men, and what it signifies is that the male imaginary body has never 
accomplished symbolic castration. In this imaginary there is always a 
nostalgia for the original home and that dwelling space, often in the image 
of the womb, is the phantasied body of the mother. Man, men, Irigaray 
argues, want to keep the maternal body, own it and control it, in order to be 
able to return to it in phantasy; but this is at women's expense. The 'body' 
then that men return to is the maternal body, but this body is the body-
matter-of-woman which forms the infrastructure of western thought, of 
the polis, of the universal man. It is the body that sub tends language, the 
symbolic, and it is the phantasied body of the_ mother Jhat men fight over. If 
in imaginary and symbolic terms, architecture and architectural theory 
constitute a house or a home for men, women are left 'homeless' in the 
symbolic order, "women are 'in exile', or 'unhoused' in male sexuality, male 
discourse, and male society." (Whitford 1991; 45, 125, 150) 
Castration fears of the masculine subject have to do with his symbolic split, 
his disembodiment In which women are assigned the carnal, sexual, 
corporeal. The womb, the inside of the mother's body, the cavern is seen as 
a dangerous place. Vidler does not discuss (man's) fears, only implicating 
that the (maternal) body that returns to the discourse of architecture is to 
be feared because it has been repressed: "In this context it would be, so to 
speak, the return of the body into an architecture that had repressed its 
conscious presence that would account for our [their] sense of 
disquiet. "(Vidler 1992;79) But in his text phrases such as 'the buried body in 
architecture' implicate that there is a body which is entombed within the 
infrastructure of architecture, and that body is the maternal body, the 
body-matter-of-woman. 
THE FEMININE 
The "feminine" has become - to use an old expression of Roland 
Barthes - "a metaphor without brakes."(Jardine 1985;34) 
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But what if the object began to speak? (Luce Irigaray 1985a; cited in 
Jardine 1985; 88) 
Alice Jardine is one of a number of feminist theorists who are questioning 
the appropriation 'of the 'feminine" and 'woman', as the sign for an 
unknowable space that the phallologocentric discourse is confronted by, as 
I have noted in the Introduction.(Jardine 1985; 25) In this context Vidler's 
'return to the body' is a sign of the crisis of the rational or humanist 
subject, it is a crisis which has been described as a breakdown of the 
structures of the symbolic, it is a loss of boundaries between subject and 
object, words and things no longer coincide, it is a crisis in the function of 
techne, which is the mode in which nature has been measured and bought 
into the scene of representation. 21 The 'feminine', 'woman', 'physis' are 
terms appropriated to describe this fear, this loss of boundaries, this new 
unchartered space, an uncolonized territory. It is a foregrounding and a 
valorization of the terms which have hitherto been subordinate, perceived 
as unclean, transitory, improper. Vidler's deployment of spatial terms such 
as abyss, emptiness, desolate are traces of this unknown space.22 Jardine 
suggests that it is no. wonder that such - a crisis has led to the return to the 
mother's body, as an interrogation of 'origins' always leads 'men' (male 
imaginary, phallic symbolic) back to the maternal body. The fragmented 
bodies [that architects represent] according to Derrida are none other than 
the significant other, the Mother: "Both "men's" and "women's" bodies 
become truly cut up, fragmented bodies: penises, anuses, breasts, vaginas 
are cut from the images of their representations in order, eventually, to 
imagine a new kind of body. But as we might expect and as Derrida 
writes:"Remains - the mother.'"'(Derrida Glas cited in Jardine 1985; 139) 
There is however a narrative of this crisis, this loss which has a different 
emphasis, than the one only of horror, only of abyssal confusion? Feminist 
theorists have pointed out that what has been ignored in these analyses is 
the 'historical' coincidence between the. crisis of the rational subject and 
21 See Jardine (1985), especially chapter 3 and chapter 4 for an analysis of this 
crisis in relation to the 'feminine'. 
22 My critique of Vidler does not extend automatically to the work of the male 
theorists that he is using. Their work would require a much closer reading, and an 
appreciation of the sophistication and usefulness, as well as an analysis of the 
problematic of the deployment of 'woman'. My critique is specifically of Vidler's text 
and his particular deployment of a naturalized use of nonknowable space as feminine. 
A part of my criticism is that his use of other theorist's work is limited and 
misrepresentati ve. 
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the women's movement III which women have spoken out. socially. 
politically and theoretically. B raidotti argues that this historical 
coincidence attests to a firm belief that the women's movement is one of the 
primary sources for the dislocation of the rational subject. Her argument is 
quite specific in that she identifies a collision between the crisis of the 
rational subject and his interest in the feminine. on the one hand. and 
women. as social beings. on the other. arguing that the former functions to 
exclude women. precisely because women are speaking. Thus Braidotti 
claims that "we should question the rather ancient mental habit which 
consists of using the 'feminine' as the sign. the metaphor or the sympton of: 
illness. crisis, discontent,"(Braidotti 1990;36) and that the question of sexual 
difference and alterity is the most important question for the 
problematisation of the mas c u Ii n e subject. The claim is that woman 
be com i ng a 'subject' appears to threaten the male subject with 'loss of 
identity - death of the (same masculine) subject'.(Whitford 1991; 116) If 
feminist theorists are not so negative. it is because they are concerned with 
the notion of 'provisional identities' rather than fixed subjectivities, which 
women have never had, and that this entails an exploration. of becoming a 
subject. 
Irigaray has also questioned the appropriation of the feminine, which she 
claims is 'for-men', arguing that it is a form of colonisation of a potential 
space from which women can speak. The effect of incorporating the 
feminine is to the detriment and exclusion of women from the discourse: 
As soon as something valuable appears to be coming from the side of 
women, men want to become women.(Irigaray 1981. Le Corps-a-corps 
avec la mere, 61, cited in Whitford 1991; 131) 
[A] person who is in a position of mastery does not let go of it easily, 
does not even imagine any other position, which would already 
amount to 'getting out of it'. In other words the 'masculine' is not 
prepared to share the initiative of discourse. It prefers to experiment 
with speaking. writing, enjoying 'woman' rather than leaving to that 
other any right to intervene. to 'act' in her own interests.{Irigaray 
1985b; 157) 
Such a colonisation can be read into Vidler's descriptions of womb imagery 
in architecture. Descriptions of an 'intrauterine architecture' which is 
characterised as - a dark, tactile, warm, all-enclosing, interior - entered 
through 'cavities of vaginal form' III Dada aesthetics, through to the 
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'celibate machines' which 'parade the enormous power of the 
technologically constructed micro-organism invading the house'; these 
spaces suggest a trace of a colonisation of the womb through techne, 
through spatial technologies of power. To not interrogate the use of 
'woman' in contemporary discourse is to risk the loss of a potential space 
from which woman can speak as woman. Irigaray suggests that 
appropriation of 'woman' by male theorists is a gesture of territorialisation: 
That pleasure which perhaps constitutes a discovery for men, a 
supplement to enjoyment, in a fantasmatic 'becoming-woman' . . . has 
long been familiar to women . . . don't we run the risk once more of 
taking back from woman those/her as yet un territorialized spaces 
where her desire might come into being?(Irigaray 1985b; 141) 
The 'feminine' therefore marks the 'blind spot' of all textual and theoretical 
processes, its appropriation repeats the gesture of burying women's voices. 
Braidotti argues that while the 'crisis of the rational subject has shaken 
men' it has opened a space for the fundamental question of sexual 
difference: "Women have something to say - failing to say it would amount 
to an historical abortion of the female subject. U(Braidotti 1990;43) In order 
to do this feminists have argued that the 'universal' should be returned to 
its masculine male body. (Jardine 1985; 144) 
It is in this context that I want to argue that Vidler's phrase "a "monstrous" 
double for architecture"(Vidler 1992; 138) refers to the fear of falling back 
into the abyss of the maternal body but also that this maternal body has 
become some sort of monster. The imagery exemplifies a horror as the 
maternal body is transformed (by the male imaginary) into a devouring 
monster. Whilst this phantasy operates implicitly as a subtext in Vidler's 
Un can ny, the references to a 'new twist to the anthropomorphic 
dependence of architecture on the body', to an 'intermediate stage between 
monkeys and great buildings' demonstrates that this is a body invented by 
the architectural symbolic. The maternal body that is returned to is now 
perceived as something other than human, because, Vidler argues, only in 
this way can there be an escape: "Only the movement away from the 
elegance of the human figure, architectural in essence and therefore 
dominated by architecture, and toward a form of "bestial monstrosity," ... 
might provide a chance of escaping the architectural penitentiary." (Vidler 
1992; 137) What is the 'body' escaping - symbolic castration or an-other body 
that is irreducibly different? This movement then, has resulted, according 
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to Vidler in the forma I models representing a "monstrous double of 
architecture" - "impossible machines, decomposed bodies - as emblems of an 
abyss no architecture can finally bridge."(Vidler 1992;138) This imagery 
conjures up the maternal body as it is produced through a history of techne, 
a history of spatial technologies of medical science which have acted on it. 
The womb is no longer a space of 'nature'. The abyss can be read as the gulf 
between 'nature' and 'man' that not even architectural production can 
'bridge' or 'cover over'. My argument is that the only way to escape is not to 
insist on owning the maternal body and to allow the female sex to organise 
her death drives. (Whitford 1991 on lrigaray's claims) 
What other possible readings are there of this text, what other possible 
fears, repressions? The monster is unlike the womb imagery of the 
traditional maternal, it is sexual and it can consume. Vidler's reference to 
Mary Shelley's Frankenstein, "that never could be assembled into anything 
but a monster," is a statement of the (im)possibility of female subjectivity, 
the impossibility of woman-author identity. The only representation for 
Shelley within the phallic symbolic, the male imaginary, the e.conomy- of 
the death drives was 'as a monster'. These monstrous images are 
references/returns to the maternal body as the substance with which to 
construct edifices. They construct body-images that are undeniably female 
whilst having the effect of excluding women from the discourse. The 
edifices selected as exemplary of recent thinking present some of the 
cruelest imagery of [woman's] bodies and destinies. (Jardine 1985; 141) But 
what if Luce lrigaray statement about 'woman', is written adjacent to 
Vidler's about the body in architecture: 
What if the object begins to speak? (Irigaray 1985a) 
Such objects are no longer subject to subjects; they counterattack. 
(Vidler 1992;158) 
If these architectural edifices and this text are representations of 
architect's and theorist's fears and repressions, if, as Vidler argues, the 
subject/object divide is blurred and ambiguous, that which is feared is the 
possibility that· the object 'speaks'. "The monstrous double of architecture" is 
the only way that architectural discourse as Vidler (and others) write it, can 
accommodate an other, a woman: "she" is a monster. Woman can only be 'the 
monstrous double of man'. She is not given space in architectural discourse 
to be a different sex; she is the 'other of the same'. Whether 'woman' is used 
as the corporeal, the sexual, the body or whether she stands for death, the 
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shadow, the double, 'she' is not given space to be the 'other of the other', the 
female feminine woman, a sex that is irreducibly different to that of man, It 
has been said by feminist theorists that 'two' is a difficult number and this 
is especially convincing within an imaginary which entails the 
reproduction of the Same, variations of the one male body, Thus encrypted 
in this phrase is the repression of the other of the other body in 
architecture, that within Vidler's text is reconstituted as a monster, the only 
possible form of 'woman' is the 'other of the same'. But the word 'double' can 
be inverted to stand for two different bodies, rather than reflections of the 
same body, it is the sign of the repression of the sex of the bod(y)ies in 
architecture. The 'monstrous double of architecture' marks the point at 
which architecture needs to rethink the body in terms of sexual difference. 
It is a call to rethink the body in terms of diffe re nee - sexual, cultural, 
ethnic. This would entail a radical rethinking of the body-politic of 
architecture and its isomorphic relations with a male imaginary, as well as 
the social organisation of women and men in urban space It would require a 
consideration and interrogation of the epistemic violence III the use of 
'woman'· as the body-matter through/by which architecture is constituted, 
the body used to construct buildings and cities. It emphasises the need to 
clear some discursive space for the possibility of a female subject, for two 
subjects. It emphasises the need to make a space in the discourse for the 
female sex. 
What effects, do architectural projects that Vidler describes, have on 
bodies? What does it mean to produce buildings and cities on the basis of a 
mutilated, monstrous body? What sort of architecture is reproduced? 
Vidler's answer(s) are stated matter-of-factly:'a deliberately aggressive 
architecture', an architecture which is 'anti-domesticity', deliberately 
uncomfortable, "we want an architecture that bleeds, that exhausts, that 
whirls and even breaks. ,"(Vidler 1992; 75) Vidler elaborates that the 
effects on the 'owner of a conventional body' [male, Eurocentric, middle 
class?], a viewer [inhabitants are left out of the posturban world altogether] 
are not short of textualised forms of sadism, masochism, rape: "the owner of 
a conventional body is undeniably placed under threat as the reciprocal 
distortions and absences fe It by the viewer, in response to the reflected 
projection of bodily empathy, operate almost viscerally on the body, W e 
[Vidler must see himself having a conventional body] are contorted, racked, 
cut, wounded, dissected, intestinally revealed, impaled, immolated; we are 
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suspended in a state of vertigo, or thrust into a confusion between belief 
and perception. It is as if the object actively participated in the subject's 
self-dismembering." (Vidler 1992; 78) The death drives as an economy of the 
masculine subject operate to produce particular forms of desire in 
textuality, and particular forms of eroticisation of the text. In this example 
the mingling of a scopophilic economy and a hatred of the (female) body, 
constitutes no less than an epistemic violence, and to the extent that 
knowledge/power is spatialized, it is no less than a spatial technology of 
torture. This emphasis on the 'objects dismemberment of the subject' is in 
contradiction to Vidler's theme that these projects do not need a spectator, 
"Here, in this suppression of a knowing subject, we are turned to the idea of 
a work independeni in itself, existing for itself and by itself."(Vidler 1992; 
127) These two arguments do not consider the differential between the 
architect's intention and the effects of the edifice, they do not consider 
those fundamental questions about the 'spatial technologies of power' that I 
will elaborate on in chapter Three. Vidler is thus caught in an impasse 
between a narrative of architecture dependent on fo rm and an attempt to 
theorize architecture critically, and this impasse is most evident in~ Vidler's 
deployment of the body without the question of sexual difference. 
Vidler's analysis can be put into the category of a 'design theory', even 
though it attempts to be a critical theory of architecture. It does not put into 
a discursive field the (in)differences between critical theory and design 
theory in architecture. His preference to 'describe' design projects and 
installations is not merely a reflection: Vidler is reconstituting an existing 
body-politic in architecture. By not putting sexual difference into the scene 
of representation in relation to the body, the womb, death, Vidler 
reproduces the same conceptual economies which are overdetermined by a 
masculine disembodied subject which parades as 'universal' and an 
imaginary which is undeniably male. The same reciprocal power relations 
are forged between men as agents of architecture and an existing 
phallologocentric economy. As Irigaray argue, "If multiplicity is to be 
celebrated, it has to be after sexual difference and not, as at present, by 
simply bypassing it. "(Whitford 1991; 84) 
The imagery inspired by Luce Irigaray of two bodies meeting in wonder of 
one another's irreducible difference inspires a potential for an ethics of 
sexual difference. It has a particularly countering effect on Vidler's 
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analysis of the 'Romeo and Juliet' project by Eisenman, in which "the double 
play of Eros, masculine and feminine" is played out within the web of "love 
and death" the body is more totally erased.(Vidler 1992; 127) From Vidler's 
interest to lrigaray's vision there is a utopian leap, the former is subsumed 
within the economy of (masculine) death drives and the other attempts to 
clear a space for an ethics in which love is not reduced to 'love of the same'. 
I take up the theme of 'love' again in chapter Six, and offer alternative 
imageries for architectural inspiration. 
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chapter 3 
TO THOSE THAT LIVE/LEA VE THE DREAM 
In chapter 2 I argue that woman/women are 'unhoused, 'homeless', 
'derelict', 'in exile' within the phallologocentric economy of the death 
drives that structures the discourse of architecture. This chapter 
complements the arguments in chapter two. Its emphasis is on power as a 
material force, especially in the sense of a 'spatialization of power' which 
functions to control in both a repressive and a productive way. The body is 
the primary object of power. A 'spatialization of power' is not limited to the 
ways that architecture has been theorised and written in history, rather 
this theory which is extensively elaborated by Michel Foucault presents me 
with a set of questions about the discursive practices of architecture. My 
study is an analysis of women's homelessness and women's refuge (in 
Melbourne, 1990-3). My material is not empirical studies on the ground, 
but rather an analysis of some of the literature: Housing and Homelessness, 
by Sophie Watson, Conference proceedings of the 2nd National Women's 
Housing Conference, Sydney, (1987), a few newspaper articles, and some 
documentary and community reports on refuges. In addition to these I will 
be us_ing the work of Michel Foucault, especially, parts of History of 
Sexuality, volume 1, an Introduction, and some papers specifically on 
space/power in Power/Knowledge, and in The Foucault Reader; the work of 
Mieke Bal, Death and Dissymmetry; and the work of Elaine Scarry, The Body 
in Pain. 
Thus the links with chapter 2 are not sequential in a literal sense. In this 
chapter I will discuss the 'unhomeliness' of a 'spatialization of power' that 
has particular effects on the bodies of women. It is a problematic that is 
excluded from architectural discursive practices. 
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THE RATIONALITY OF THE IDEAL CITY/DREAM HOUSE PROJECf: 
A whole history remains to be written of spaces - which would at the 
same time be the history of powers (both these terms in the plural) -
from the great strategies of geo-politics to the little tactics of the 
habitat, institutional architecture from the classroom to the design 
of hospitals, passing via economic and political installations. It is 
surprising how long the problem of space took to emerge as a 
historico-political problem. (Foucault "The Eye of Power" 1980; 
149) 
The ideal city and the dream house 1 .. are iconographic symbols in the 
grand narrative of Occidental architecture. Within the typical 
retrospective historicism of architectural narrative they have been 
interpreted. as visionary projections that inhabit a utopian space, a perfect 
unattainable world, but I would argue that they in fact constitute utopia as 
the necessary architectural visionary2 and one that has a very complex 
relation with existing archit~ctures on the ground. As utopian spaces the 
- . 
effect of the ideal city and dream house is that 'of 'an incision of a geoJ?etry, 
an abstract mathematical knowledge production, 'the geometry of the 
ideal/dream'. The ideal/dream has functioned as a transcendental signifier 
for the discursive practices of architecture. The grand narrative of the 
history of architecture has established a dialectical relation between the 
ideal-dream and the 'real' inscriptions on the ground - the REAL city and 
the REAL suburb. Real spaces are constituted as maps, they are 
cartographic markings which have the effect of territorializations, in that 
the land is divided, governed and owned. Utopian space is therefore 
constituted by geometry, by mathematics; it has the effect of absolute and 
abstract space. Conversely real space is constituted by territorial maps on 
the ground which are the condition of political and economic limitations. 
1 My use of these very loaded terms that are seen as 'hinary' is intended as a way 
of burdening the desire to escape binary terms without labouring over their effects, 
that I believe. are still operative. 
2 I have used the term 'visionary' rather than 'imaginary' because I do not want 
to refer to psychoanalytic associations; rather than 'metaphor' because of the loaded 
linguistic associations; rather than 'imagery' because of its pictorial' emphasis. 
'Visionary' at least emphasises the visual while not precipitating into the pictorial 
and it. has historical associations with the so-named 'visionary' architects of the late 
1700s and early 1800s. such as Ledoux and Boullee, important for the geometric 
essentialism of their work. 
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Throughout the modern history of ideas about architecture the d rea m 
house has been the image of an utopian privacy. Recent analyses have 
disclosed the deluding aspects of this seductive imagery - that the d rea m 
house has represented an illusion of the timelessness of a harmonious 
family life, in a harmonious setting of the idyll country, within a 
harmonious civil society.(Davidoff 1976) Leonore Davidoff (1976) claims 
that the origin of the dream house was the Country House, the arcadian 
villa in the garden setting. English rural life, she claims, was structured by 
a rigid and arbitrary hierarchy of the landowners over the peasants which 
was legitimated as an arcadian visionary order of each person in their 
proper place. It was a visual imagery which naturalised and masked the 
oppressive nature of rural society - exploitation, poverty, and work - were 
turned into ideological 'communities' which could serve the bourgeoisie. 
Exploitation of the 'land' was 'naturalised' as the rural idyll, the garden. The 
imagery was perpetually reconstructed by virtually all nineteenth century 
British social thinkers, as well as poets, writers and architectural 
intellectuals, such as John Ruskin. The architecture of the house was 
marked by carefully guarded entrances, drives and hedges; elaborate 
rituals of entrance created a sense of security that fetishized the divisions 
between proper and improper persons and spaces. At the centre of this 
imagery is the construction of the bourgeois woman, "she" perfects the 
imagery of a two-dimensional setting of this arcadian villa: "The essence of 
domesticity in the daily round, the weekly and seasonal rituals within the 
home, emphasised the cyclical and hence timeless quality of family life in 
opposition to the sharp, disjunctive growth and collapse of commerce and 
industry." (Davidoff 1976; 156) The peasantry "gave their verdict on the 
supposedly idyllic qualities of rural life by voting with their feet and 
moving to the towns," as Davidoff argues. The myths that operate about the 
dream home are that it is a miniature version not only of the country 
mansion, but also of the organic community of the village.(Davidoff 1976; 
148) 
The ideal city has been the image of an utopian· public world. It has 
represented an illusion of change and invention as progressive, the 
illusion of efficiency and production, and the ill(el)usive production of 
culture.(Frampton 1980) Frampton's analysis of the origins of 'modern 
architecture' suggests that a dichotomy between architecture and 
urbanism at the time of the industrial revolution is founded on a dichotomy 
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of man and nature. Frampton argues that technology as the storm of 
progress ultimately revealed the darker side of the Enlightment, which he 
claims is man's alienation from his own products as from the natural world. 
He suggests that man was preoccupied in his own dilemma, in his own war, 
his own alienation, his own darker side. This is the 'monad' figure of 
modernism that Jameson has defined, but also the construction of the 
feminine unknown space that Jardine argues. Citing Jean Starobinski, 
Frampton argues, "While technical exploitation tended to wage war on 
nature, houses and parks attempted a reconciliation, a local armistice, 
introducing the dream of an impossible peace. "(Starobinski, 1964, 
L'[nvention de la Liberte. cited in Frampton 1980; 12) 
Historically, a dichotomy has been set up between the dream house and the 
ideal city. This is also deluding. It is the framework for an ideology which 
is closed and self-referential: the changing nature of the city is measured 
against the yard stick of the arcadian villa. In the 1800s the tension of 
change was 'naturalized' as the dichotomy between chaos and order: chaos 
and degradation of urbanity . was measur:ed against the perfected timeless 
. two-dimensional setting of the home. The dichotomy of dream house 
against ideq.l city induces a vision of the urban environment, not just of 
what is visible, but also of what can be seen. This paradigm insists on an 
institutional autonomy. Architectural discourses, however, do in fact 
intersect with discourses of urbanism, technology and capitalism, and 
result in material productions both as urban environments, and, as 
knowledges in terms of records, histories, theories, technologies. 
My argument is that a discourse based on the paradigm of a dialectic 
between the utopian and the real overlooks other spaces, that are not only 
more difficult to know about but that would actually destabilise the above 
dialectic. These 0 the r spaces are perhaps unmappable in a cartographic 
and geometric sense. In a strictly structural analysis they would be seen to 
be the spaces in the crevices, in the interstices between architectural 
forms. Women's homelessness and women's refuges occupy and constitute 
spaces that are squeezed out of the discourse governed by the two 
iconographic imaginaries: the ideal city and the dream house. 3 Perhaps 
better described as spaces of contradiction and ambiguity, they are the 
3 In chapter Four, I will discuss migration, as another space that is squeezed out 
of this discourse. 
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spaces of limit to dialectic relations. They are spaces that indicate sites of 
repression in the geometry of the ideal/dream. Female bodies inhabiting 
these by-product spaces are paradoxical sites and they reveal the deadly 
paradox of the two sides of a [masculine] power - utopia and violence. 
You could say these marginal spaces are the grotesque, the 'gargoyles and 
crypts' of an architectural epistemological history that have floated 
upwards as the paternal fictions evaporate. 
Out of some postmodern architectural discourses emerges a human 
subjectivity that is sometimes described as a 'postmodern nomad'.4 Vidler 
argues that it is an aesthetic theory of 'homelessness' in which 
estrangement and unhomeliness have become the intellectual paraphrases, 
a 'homelessness' that is 'transcendental'. Whilst the possible implications of 
rendering 'homelessness' as the new 'transcendental' signifier remains to 
be discussed, it is evident that the new postmodem subject suggested by this 
architectural theory, reconstitutes the claims for universality. Though it is 
different to 'humanism', its effects are a. disavowal. of difference. S It is fla 
subject incapable of accepting its own limits, its materiality . and .-historicity, 
its immersion in socio-economic and political values. "(Grosz 1986; 199) 
Postmodern theories do not fit into a neat and homogeneous package, thus 
my argument is specifically against the postmodem subject that Vidler is 
making a claim for. Vidler's apologetic response to the confrontation with 
social and political practices of homelessness is: "Faced with the intolerable 
state of real homelessness, any reflection on the' "transcendental" or 
psychological unhomely risks trivialising, or, worse, patronizing political 
or social action. "(Vidler 1992; 9) As this is the only mention of "real 
homelessness," it is, as Althusser might argue, a case of dismissing an 
"object" by way of scanning over it. 
My study of women's homelessness and. women's refuges problematises two 
aspects of this discourse. Firstly, the construction of the postmodem nomad: 
4 Here I am referring to particular appropriation of some postmodern theories 
within architectural discourses, which mayor may not bear any resemblance to the 
theories that have been appropriated. The term of the 'nomad' is seen as oppositional 
to the modernist 'monad'. 
5 My response here is specific to the particular renderings of the 'homeless', the 
'nomad' or the 'vagabond' that Vidler discusses. I am certainly not discounting some 
theories that claim that the 'intellectual' today writes from decentred positions, a 
condition of being 'unhoused' by the theories from the recent past. See Said 1993; 403. 
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these bodies of women as subjects are postmodern and nomadic, they are 
fragmented identities that are not "fixed," but not quite the commodified 
and desirable versions advocated by the dominant discourse of 
architecture. Secondly, with the use of Foucault's theories on power 
operating through spatial technologies, I want to question the 
reproduction of a binary division between aesthetics and culture-politics 
that is pervasive in architectural discourses, and that has the effect of an 
impasse. 
It is important that I state from the beginning some of my premises that 
critique the dominant discourse of architecture: 
i. As a discourse, architecture. does not merely function in the esoteric 
domain of ideas, but is both enmeshed in immediate and local power 
relations which make the production of this discourse possible, and the 
discourse itself supports particular (re)productive power relations.6 
Foucault's claim is that power is not external to discourse "discourse can be 
both an instrument and an effect of power . Discourse transmits and 
produces power; it reinforces it. "(Foucault 1978; 101) He claims that <. the 
production of discourse is controlled and selected. that it functions to limit, 
restrict and neutralize a potential plurality in ways of thinking. Discourse 
has become institutionalised and joined to power in systems of < regulation 
and control that Foucault describes as "discursive practices. "7 We are 
constrained by discursive practices, the spoken and unspoken rules for 
what can be said. by whom, under what circumstances. Foucault's 
conception of society is as an intersection of "discursive practices," and not 
as any homogeneous 
discourses, they are 
practices, "Discourses 
practices of everyday 
notion like 'the state'. Thus there is 
ways of constituting knowledges and 
exist in written and oral forms and 
life. They inhere in the very physical 
a power of 
social/spatial 
in the social 
layout of our 
6 My use of the term (re)productive is an emphasis on its difference to the term 
productive which is the favoured term of many of the theorists on space- Foucault, 
Lefebvre, Harvey, Soja. I want to emphasise this difference in order to counter the idea 
that something is invented as new. I think that power-spatial relations are not 
invented but are always in a process of re-production. In the face of counter-powers, 
existing power-knowledge-space relations are very quick to re-act. and this re-action 
is the process of (re)production. Power always has to be (re)productive. Underlying 
this division between production and reproduction is the masculine/feminine binary 
division. in a sense, these theorists are very quick to masculinize power relations in 
their valorization of them into theory. See Best 1993. 
7 "Discursive" is the adjective of discourse [ways of thinking and speaking] 
which literally means "written out", prescribed. 
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institutions such as schools, churches, law courts and houses. "(Weedon 
1987; 112) While the dream house/ideal city might claim to be merely a 
paradigm of knowledge, an ideology as a superstructure of ideas that 
operates only in terms of abstraction and vision, Foucault's theory about 
"discursive practices" points to the inadequacy of this claim. Ideas like the 
ideal city are reproduced in contemporary projects such as the 
"Multifunction Polis,,,g and ideas like the dream house are explicit in the 
extensive suburbanization of Australia. The relations between economic 
systems and architectural ideas are complex and that are already within the 
forces that make the urban environment. If the dream house/ideal city is a 
paradigm of architecture its effects are that it defines what is in 
circulation·- and production. it defines what can be thought. As a discursive 
practice it operates at the 'exclusion' of questions such as - sexuality. 
power/politics. feminism - discourses that it has to keep at bay. while it 
masquerades as some sort of 'uncontaminated' realm of speculation.(Pecora 
1991) 
ii. Foucault's theory that power is a material forc-e is - especially 
articulated in hi.s - emphasis on the "spatialization of power." Foucault claims 
that "Space is fundamental in any form of communal life; space is 
fundamental in any exercise of power." (Foucault 1984; 252) However, space 
here cannot be equated to architectural form. it is a much more complex 
analysis which he has described as 'spatial techniques', 'technologies of 
space' or 'technics of space'. Thus his theory does not advocate that 
architectural form by itself can have inherent political significance or 
function, nor does it mean that architecture can function as though it were 
decontaminated from existing power relations. This theory would entail a 
study of the ideal city/dream house paradigm not as a set of ideas that only 
operates in some abstract way as metaphors for the architect, but how these 
make power 'self-evident' in the urban environment, how these operate as 
spatial techniques in ways that are both immediate and local and legitimate 
in the knowledge discourses on space. Thus spatial technologies of power 
are implicit and immanent in the ideas about the ideal city/dream house. 
The history of ideas in architecture are indivisible from technologies of 
8 The Multifunction Polis is a Japanese project for an 'intellectual city' 
developed for an Australian site. See Huxley 1990, vol. 90; Sugimoto 1990, vol. 90; 
Camilleri (c.1990)Tale of Two Cities: Japan's Plans for Australia. 
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space in which space is "a plunge into a field of social relations in which it 
brings about some specific effects."(Foucault 1984; 253) 
Foucault argues that power relations cannot be read directly off a plan of a 
building, emphasising that not one architectural project can be a force of 
liberation or a force of resistance.(Foucault 1984; 255) He argues that 
"Liberty is a practice," by which he means that a building project (or an 
institution or law) cannot ensure the liberty of women and men, "it can 
never be inherent in the structure of things to guarantee the exercise of 
freedom. The guarantee of freedom is freedom."(Foucault 1984; 245) It is 
such subtlety and sophistication of argument that architectural discourses 
have been reluctant to take up, not because it in any way undermines the 
deployment of architecture as a material force of power, in fact there is no 
doubt that Foucault sees architecture as a very significant discursive 
practice. I think, however, that it does confront the history and the theory 
of architecture with the very 'plurality' that it attempts to suppress -
power, society, bodies. It confronts the discourse of architecture with its 
own materiality, its own position in urban production_ and development. 
While Foucault argues that architecture cannot succeed in liberation even 
if these were the intentions of the architect, it is not that architecture does 
not have 'real' effects: 
No. It cannot succeed. If one were to find a place, and perhaps there 
are some, where liberty is effectively exercised, one would find that 
this is not owing to the order of objects, but, once again, owing to the 
practice of liberty. Which is not to say that, after all, one may as 
well leave people in the slums, thinking simply that they can simply 
exercise their rights there. 
I think that it can and does produce positive effects when the 
liberating intentions of the architect coincide with the real practice 
of people in the exercise of freedom. (Foucault 1984; 246) 
A study of the ideal dream paradigm reveals that it is both an instrument 
and an effect of power. Foucault discusses the shift in the importance of the 
city, and that since the seventeenth century, the city became a model by 
which "the governmental rationality [that] was to apply to the whole of the 
territory.. There is an entire series of utopias or projects for governing 
the territory that developed on the premise that a state is like a large city. . 
The model of the city became the matrix for the regulations that apply to 
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a whole state. "(Foucault 1984; 241)9 The ideal dream is a project within and 
since the industrial revolution through which spatial technologies are 
more effectively systems of surveillance. 
iii. The Panoptican as one way to argue that the power invested through 
an architectural discourse of the ideal dream project is an all-embracing 
power. No one can be outside of these discursive practices. everyone is 
caught within the mechanisms of surveillance. "those who exercise power 
just as much as those over whom it is exercised"(Foucault 1980; 156). In this 
case, the architects, urban engineers, developers, politicians are as much 
caught by this 'machine of power' as are the women. men and children 
who reside within the metropolis. The Panoptican, was formulated by 
Jeremy Bentham in the late 1700s, but what Bentham invented was not the 
architectural design, such radial designs were in production before him, 
"He invented a technology of power designed to solve the problems of 
surveillance."(Foucault 1980;148)10 The Panoptican is a radial plan which 
consists of a large courtyard with a tower in the centre and a series of 
buildings divided into levels and cells on the periphery. However this is not 
to be interpreted as an architectural symbol of power, rather it is in the 
perfect functioning, down to the minutest details that the form, the 
materiality of the Panoptican functions as a perfect technology: it is "the 
diagram of a mechanism of power reduced to its ideal form. "(Foucault 1977; 
205) The Panoptican exercised a power of surveillance in which 
everything was 'illuminated' in the sense that it exposed everything that 
fell into its gaze; it was a formula of "power through 
transparency." (Foucault 1980; 154) The Panoptic an that Foucault focuses on 
is a way of describing that power is arranged as a machine, that 
surveillance rather than speculation is the method of power practices: "The 
Panoptic an was at once a programme and a utopia."(Foucault 1980; 159)11 
For Foucault its genius lies in the combination of abstract schematization 
and very concrete application - thus its functioning to increase control 
was a measure of its power.(Wright and Rabinow 1982) The diabolical aspect 
of the Panoptic an is that everyone is caught in it, 'those who occupy the 
9 This is reconstituted in the 'postmodern' projects which create entire interior 
'worlds' within a building. 
1 0 Bentham's plan was of 1787. While this was not the first such plan, Foucault 
states that all the projects for re-organising the prisons in the first half of the 18th 
century invariably refer to Bentham's Panopticon. (Foucualt 1980; 147) 
1 1 This analysis is specific for and since the end of the 18th century. 
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central tower position are as much subjected to its coding of behaviour and 
the internalization of a system of surveillance as are the 'prisoners' on the 
periphery. Its a machinery that no one owns. It is clear that in Bentham's 
design no one can be entrusted with power, power cannot be possessed, and 
that this is why his 'device' is arranged as a machine, an "apparatus of total 
and circulating mistrust."(Foucault 1980; 158) I want to explore how one 
aspect of the ideal city/dream house project operates as a Panopticon, a 
machine of power in which an inspecting gaze results in each individual's 
self-surveillance, maintaining a system of power through the circulation 
of mistrust. No one is outside this machine, although each person is 
positioned differently within its mechanisms. I do not think, however, that 
this is the only way that the idealcity/dreamhouse project functions as a 
technology of power, and I will be discussing some intersections between 
surveillance and other mechanisms of power. 
WAR 
It is not her retreat, but her battleground . . . her arena, her 
boundary, her sphere; to a man, it is life in repose; to a woman, the 
house is life militant. (Victorian :journal, cited Werkerle et al. 
1984; 85) 
"What's a nice girl like you doing in a place like this?" She becomes 
every urban man's property. (Hayden 1982;209) 
Women are most of the poor and the poorest of the poor everywhere. 
Women in poor and economically advanced countries, in the urban 
and rural sectors of the economy, still receive only 1/10 of the 
world's income, while presenting 2/3 of all working hours, and 
owning less than one percent - 1 % - of the world's property. 
(Sackellariou 1985; 4) 
What sort of war is it that entails the (re)production of women's 
homelessness and the production of women's refuges? Who is engaged, how 
and where and by what means and according to what rationality does it 
evolve?(Foucault 1980; 164) There have been dreams, phantasies. 
architectural projects and visions that reproduce spatial technologies of 
power in which women's bodies are particular types of targets. Wars have 
an atmosphere in which things are barely perceptable. there are vapours, 
there is dirt which fills the space, there is smoke. the air is littered with 
particles and fragments. It blurs the "eye." Through these vapours, it is not 
only the empowering visions of priestesses that appear to the maternally 
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in-tune as in the Irish legends of Avalon but the desperate, the burnt and 
the burnt out morphologies of women's bodies. 12 These bodies occupy real 
architectural spaces - interiors, cities, streets, refuges - but their presence 
in the cities and their histories, is lulled and lost in the 'veils of lived 
realities'. The intangibility of women's homelessness and women's refuges, 
their formlessness and inarticulateness, especially within architectural 
discursive practices, makes them difficult to write about. In as much as 
architecture is an inscription of the making, the visibility and the 
definition of the world, it can be argued that architectural space is 
produced by a creative process. In this sense then, women's homelessness 
and women's refuge, whilst occupying space, are perhaps seen as non-
architectural, perhaps they are seen not to be relevant to the discourse of 
architecture, although I will be arguing quite the opposite. They are the 
points of a repressed materiality that is potentially the site of resistance. 
Perhaps they are not visible in the technologies of the ide a I city / 
dreamhouse project, perhaps they are unknown and possibly dangerous. 
These spaces are decreative in a way which has two effects: the bodies of 
women that are determined by 'this' war suffer the recessive processes of 
pain in terms of both language and subjectivity; the urban and 
architectural spaces that are inhabited and produced. by these bodies act 
through their materiality, in a way that resists the creativity and 
productivity of the machine of power. If power is maintained through 
production as Foucault claims, then these spaces, in a localised way prevent 
its productivity. 
In chapter two I noted that perhaps there is a war but that the frontiers 
and the stakes are not so certain. This chapter is an exploration of the 
boundaries and limits of war that is structured through urban space. In 
addition to Foucault's theories of power I will be using Elaine Scarry's 
(1985) analysis of pain suffered by the body in practices of torture and war. 
These two theorists have a different emphasis and object of study even 
though the conditions of war and torture have played significant points of 
focus for both. Elaine Scarry interrogates the regimes of language through 
a confrontation of a 'body in pain', which she claims cannot be articulated 
in language. Pain and language are irreducible sites, she argues, even 
1 2 Two novels which come to mind in which particular kinds of productions of 
women's bodies are elaborated are Mists of Avalon by Marion Bradley and Woman on 
the Edge of Time by Marge Piercy. 
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though they intersect on the human body: "To acknowledge the radical 
subjectivity of pain is to acknowledge the simple and absolute 
incompatibility of pain and the world. The survival of each depends on its 
separation from the other. To bring them together. to bring pain into the 
world by objectifying it in language, is to destroy one of them. "(Scarry 
1985; 51)13 
The first part of Elaine Scarry's book, The Body in Pain, is an analysis of the 
structure of torture and war as a site in which her study of pain in relation 
to language is most clearly exemplified, she argues: 
Torture inflicts bodily pain that is itself language-destroying, but 
torture also mimes (objectifies in the external environment) this 
language-destroying capacity in its interrogation, the purpose of 
which is not to elicit needed information but visibly to deconstruct 
the prisoner's voice. . The prolonged interrogation, however, also 
graphically objectifies the step-by-step backward movement along 
the path by which language comes into being and which is here being 
rev"ersed or uncreated or deconstructed.(Scarry 1985; 20) 
Scarry's analysis leads to an understanding of pain as, a de creative process, 
the body in pain is seen as a condition in which the world contracts both 
outside and within the body, causing a severe regression into pre-language 
states. She describes the body in pain as "the most contracted of space, the 
small circle of living matter," a space which· cannot be shared.(Scarry 1985; 
23) This unsharability comes about through the division between a person 
who is in pain, and who through that undeniable presence of pain has an 
intense sense of what it is to "have certainty", while for the person who 
hears about pain, who is outside the space of pain, an inability to grasp it, 
produces an intense condition of what it is to be in doubt: "To have pain is 
to have certainty; to hear about pain is to have doubt."(Scarry 1985; 13) 
The inability to share this space of pain, of one's body in pain, Scarry 
argues, is reproduced through its resistance to language. She cites Virginia 
Woolf stating that, English, "which cart express the thoughts of Hamlet and 
the tragedy of Lear has no words for the shiver or the headache . . . The 
1 3 I am not introducing these two theorists as comparative or in anyway to show 
each other's lapses, oversights, although a closer examination might entail some 
interesting dialogue between the two theories. Rather, the subject of my discussion -
women's homelessness and women's refuge - has necessitated a use of both these 
theories to explain something of the effects of architectural discursive practices. 
142 
merest school girl when she falls in love has Shakespeare or Keats to speak 
her mind for her, but let a sufferer try to describe a pain in his head to a 
doctor and language at once runs dry."(cited in Scarry 1985; 4) This 
example I think serves to circumscribe the possible extension of Scarry's 
analysis of torture, that is, that while certain effects of torture remain 
specific to its procedures, the example of torture is an intensified case of 
what the effects are generally on a 'body in pain'. The 'migraine' which is, 
through medical discourses constructed as a 'feminine' pain, has remained 
a case in which an unsharability of pain produces on the one hand a 
witnessing, like that of torture, of a 'body in pain' and a regression of 
language. On the other hand, through a history of the medicalisation of the 
female body (different to the male body), it is an example of the ways that 
the 'medical gaze' functions on and effects the female body. It is the effect 
of the female body being the target of certain technologies of power, 
which have acted on woman's mind(/body) as a strategic maneouvre to 
produce a body which is passive, docile and numb. 
Foucault claims. that the history which bears and determines us has the 
structure of a war rather than that· of language, he advocates that relations 
of power rather than relations of meaning should be our focus: "one's point 
of reference should not be to the great model of (l an g u e) language and 
signs, but to that of war and battle."(Foucault 1980; 114) He emphasises 
space because it is where the discourses about power and knowledge are 
transformed into actual relations of power. The organisation of the urban 
environment and the design of buildings functions as a crucial part of a 
modern technology of power. Foucault has been described as a 'strategist'. 
one who talks of battles, actions, reactions, offensives and counter-
offensives. He has questioned and criticised the use of the word 'struggle' 
because he questions whether the 'relation between forces in the order of 
politics [is] a warlike one?"(Foucault 1980; 164). If the analysis of actual 
processes of 'struggle', he argues, were carried through, the result might 
not be clearly one of 'contradiction', 'difference'; the implications are that 
it is one of strategy. In this chapter I will be 'in dialogue' with this claim. 
The most important premise of Foucault's theories is that the materiality of 
power operates on the very bodies of individuals, and that "nothing is more 
material, physical, corporal than the exercise of power."(Foucault 1980; 57) 
In the last chapter of The History of Sexuality, vol. 1 , "Right of Death and 
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Power over Life," Foucault argues that modernity entails a radical shift 
from a power in which 'death' is a practice of a sovereign power, in which 
the sovereign exercised his right to take life or let live; to a power over the 
dominion of life. Bio-power, as he calls it, is a power bent on the generative 
forces, exercising power over the management, maintenance, and quality 
of life. It has two basic forms: i) Body as machine - usefulness, efficiency, 
optimization, procedures of the body that are characterised as the 
disciplines; an anatomo-politics of the human body. ii) Species body - body 
as a basis for biological processes, propagation, 
supervision was effected by an entire series of 
regulatory controls: a bio-politics of the population. 
births, mortality; 
interventions and 
Foucault emphasises that the distributions of bio-power are around the 
normative mechanisms, "a normalizing society is the historical outcome of 
a technology of power centred on life".(Foucault 1978; 144) "Sex" was 
pivoted at the juncture of the 'body' and the 'population' - on the one hand 
the power over life gave "rise to infinitismal surveillances, permanent 
controls, extremely meticulous orderings of space . an entire mi_cro-
power concerned with the body", and on the other, its effects are through 
large scale regulations of the population, through ideological campaigns 
on either inciting or curbing procreation.(Foucault 1978; 146) Thus the 
deployment of sexuality was fundamental to a power organised around the 
management of life rather than the display of death. It is both a force and a 
target by which the disciplines of the body and the regulation of the 
population meet. Foucault uses the term 'sexuality' as a specific discourse 
which was elaborated by the bourgeoisie during the nineteenth century. 
Precise spatio-temporal practices in the nineteenth century had the effect 
of producing inscriptions of codes, regulations, of the different places of 
women and men, class, age. Everyone new their place but more than this 
the 'place' was a sign of the position of the individual in society.(Matrix 
1984) 
Public and private divisions are seen to be so totalitarian in the Victorian 
context. Feminist historians have argued that one could almost define 
women's sexuality and her social history by her physical location. (Matrix 
1984; 41) The Matrix publication, Making Space, is an incisive feminist 
analysis of architectural discourses, and the first of its kind. Their study of 
the Victorian Gentleman's house designed by Robert Kerr in 1864 
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demonstrates that it is an architecture organised around a complicated 
hierarchy of gender, sex, age, and class. Identities were constructed 
through spatial location and segregation. Its primary concern for privacy 
was specifically for the privacy of the man of the house. He occupied the 
library, a space that was located at the front of the house, addressing the 
street, but also monitoring the division between the public and domestic 
domains. And he also occupied the Drawing room, a space of leisure, located 
upstairs, at the front of the house. The 'lady' was constructed by her 
Boudoir, which was also upstairs, but at the back of the house. The servants 
were in the basement and/or at the back of the house. Class hierarchies 
operate on the vertical axis, and gender hierarchies operate on a 
horizontal axis, as a division between facade and rear end. It is significant 
that the hierarchies that are not analysed in this study is that of gender 
within the servants domain. There, the intersections between class and 
gender divide the lower levels/rear spaces into another set of segregations. 
My argument is that the idealcityldreamhouse is a project in which the 
deployment of sexuality was -effectively distributed through 'a 
spatialization of power'. The addition of the dream house to the historically 
established . architectural discourse of the ideal city is the record of the 
spatialization of the shift from a power over death to a power over life. It 
most successfully elaborated a bio-power through its production of 
intersecting forces between property ownership, the individual and 
sexuality. All this has, however, operated by and through the production of 
bodies as bodies of women and men. 14 Foucault argues that the deployment 
14 Foucault argues that one of the key strategies of bio-power deployed through 
the investment of human bodies is the operation of the "hysterization of women, which 
involved a thorough medicalization of their bodies and their sex"(Foucualt 1978; 146). 
In this process of the hysterization of women, there are three principles of "sex": 
i . it is common to men and women. 
i i . it belongs to men, and is lacking in women. 
iii. through the ordering of reproduction, ,"sex" constitutes woman's body. 
This example compels questions of sexual difference, questions that Grosz has 
formulated, "Is it power which inscribes bodies as sexually, different? Or does sexual 
difference simply require sexually differentiated regimes of power?"(Grosz 1990; 70) 
Implicit in these r questions is also another question: given that power is a machine, 
that no one can possess power, how much does it matter, in terms of (re)production of 
power and potential for resistance, where the individual, the body is positioned in the 
mechanics of the machine? The combination of the hysterization of women and the role 
of the 'sexual/reproductive' body by which woman's body is constituted suggests that 
power as an exercise over life itself has targeted woman's body in a particularly 
forceful way, differently to how it operates on men's bodies. This is evident in the 
effects of woman's body as a docile, passive body especially through necessary 
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of sexuality in contemporary society, which is seen to be different to the 
"repressive hypothesis" of the Victorians, does not guarantee liberation as 
is sometimes thought. Rather an entire scientization of sexuality, a pre-
occupation with managing sexual relations has the effect of normalising 
the individual. My emphasis on women's refuges and women's 
homelessness is an attempt to overburden both the discourse on sexuality 
and the discourse on space. by writing on that which is repressed and 
overdetermined. namely, the relations between power, space and sexual 
difference. 
The spatial productions resulting from an ide all d rea m 15 might be 
described as suburban territorializations of 'secrets' packaged within the 
'house', on the one hand, and the particularly electrifying phallocentric 
crescendos that marks the city, on the other. There has been much feminist 
discourse on the feminization of the suburbs and the masculinity of the 
city.(Saegert 1980; Harman 1983; Huxley 1988) Whilst this discourse is 
generally not an elaboration of Foucault's theories of space, power and 
bodies, it does parallel his theory as a differently articulated argument that 
demonstrates the deployment of sexuality through social practices in and 
through space. It specifically interrogates the deployment of sexuality in 
terms of the different bodies of women and men. That both the city and the 
suburbs are a sexualized terrain is perhaps an understatement, but I think 
because the body of woman is seen to constitute "sex" there is frequently 
the misinterpretation that the suburbs are sexualized while the cities are 
neutral. Divisions between the city and suburbs is constituted through the 
deployment of sexuality. Whilst as a machine for surveillance, the 
Panoptican, could as easily target the body of a criminal, a lunatic, a 
worker. a schoolchild. or a wife. the ideal/dream. normalises differences 
between women and men through urbanization. 
Sexuality as a politico-economical force is spatialized through the 
production of the cities and the suburbs. Men's bodies are constructed as 
active, productive. efficient. virile, strong; women's as passive 
reproductive, irrational, lacking, weak.(Grosz 1990; 73) The significance of 
masculinity and femininity must take into account the sexed body onto 
hospitalization not only for the 19th century movement of hysteria, but also for 
reproduction, which is constructed as the most 'normal' function of a woman's body. 
1 5 To point out the interlocking of the two discourses - ideal city and d rea m 
house, I have conflated the two into one: ideal/dream. 
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which each is inscribed, for this entails irreducibly different effects. Grosz 
argues that both scientific paradigms dealing with biological constructions 
and political practices mark "female bodies as men's (castrated, inferior, 
weaker, less capable) counterparts.. . the tools of body writing, are 
opposition ally used to produce male bodies as virile, strong, phallic, 
hierarchised, structured, teleological. "(Grosz 1990; 73) Men's and 
women's bodies are both caught in this spatial machine of power, they 
produce and reproduce its technologies incessantly not only as individuals 
in relation to a system of surveillance but immanently in relation to each 
other. However, men's and women's different positioning within this 
spatialized and urbanised mechanism of power is extremely important. 
Bentham suggested that the Panopticon would be an extremely effective 
arrangement for a harem, since it would cut down the number of eunuchs 
necessary to watch the women in the cells.(cited in Wright & Rabinow 1982; 
14) I am not arguing that the project of the ideal/dream is in any direct 
way like a harem, but that the mechanisms of surveillance operate in 
particular ways III which the deployment of sexuality results in the 
different bodies of women and men. In fact it is particularly interesting 
that it is not like a harem in that there is an equality of numbers: one man 
to one woman, a situation which I would describe as a 'local centre'. The 
most infinitismal mechanisms of sex and power operate through the space 
of the dream home. 
Whilst Irigaray's statement 'to build her a house and shut her up in it', is 
not a literal one, my emphasis on the particular effects of the ide a 1 
city/dream house projects suggest that material forces do act on bodies. 
Many forces act on the body(ies) of woman in order to forge "a docile body 
that may be subjected, used, transformed and improved. "(Foucault 1978; 
198) The home and the suburbs are a crucial site for the deployment of 
sexuality as an apparatus of power. Mapped onto the suburbs are numerous 
intersecting forces. These forces are . nonhomogeneous and operate in 
complex and microscopic ways: 
- the suburbs are like the cells in Bentham's Panopticon; the power of the 
machine of capitalism is reinvented through its surveillance of the 
suburbs. This is problematised by questions of sexual difference: women 
and men are 'prisoners' in different ways. The suburbs are also like the 
incubator for capitalism in that they are the site for the control and 
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production of the 'machine body' (work, efficiency) and the 'species 
body'(reproduction) . 
- The family, religion, tradition, are big 'timeless' forces that have to be 
reconstituted in the context of the disintegrating myth of the 'nuclear' 
family. This is evident in the efforts that homosexual men and women make 
to appropriate the 'family' model, as a force of 'normality'. 
- Patriarchy, The Name of the Father, subjects women to technologies of 
procreation, contraception, and inheritance, property, differently to men. 
- Technology and the extensive scientisation of domestic space acts on the 
bodies of women in ways that reproduce them as inadequate, normal, 
(in)efficient, 'laboratory technicians'. 
- T.V., media (home magazines), surveillance, the 'eye of power', God 
translated as the 'box'. 
In addition to a series of networks that invest the body - sexuality, the 
family, kinship, knowledge, technology - which Foucault calls the great 
negative form or the repressive hypothesis of power, he argues that power 
is 'creative and productive'. His discussiqn of bio-power shows how power 
can take the form of both a repression and a production of desire. If power 
were reduced to repression, to exclusion, to blockage, it would be a very 
fragile form of power. Power controls through stimulation, as well as 
constraint; it is not just a force that weighs down on us, it is not just a 
negative function, it produces things and induces pleasure.(Foucault 1980; 
59) 
That the dream house has operated as a productive and desirable power is 
evident in the extensive suburbanization of the terrain: the desirability of 
home ownership, the desirability of individuality, the desirability of 
privacy, have all intersected and produced the 'home' as a "local centre of 
power-knowledge" within the relation of 'husband and wife'.(Foucault 
1978; 98) In her book, Female Desire, Rosalyn Coward argues that the 
language of 'home magazines' which is aimed at interest groups involved 
in home-buying, home-renovating, and home-decorating, "in fact 
encourages an identity between women's bodies and their homes."(Coward 
1984; 63) Coward claims that the desire for a beautiful home is assumed to be 
women's desire. Her analysis points to the constitution of the 'dream home' 
through the practice of a 'personal style', and how the home magazines 
reveal masses of 'individuals' who are unknown and yet have a 'personal 
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style'. Personal style is an effect of individuality, of personality, but as 
Coward states, the paradox is that "individuals have it but we can all copy 
it."(Coward 1984; 65) Thus rather than the individual being some sort of 
'depth in character', s/he is an effect in and through the process of 
surveillance. 
Power is not external to the individual, in fact, Foucault argues, that 
individuality is an 'effect' of power: It is "one of the prime effects of power 
that certain bodies, certain gestures, certain discourses, certain desires 
come to be identified and constituted as individuals. "(Foucault 1980;98) He 
locates this individuality 'inside' power, which is 'always already there', 
that one is never outside it. The "relations of power are not in a position of 
exteriority with respect to other types of relationships (economic process, 
knowledge relationships, sexual relations) but are immanent in the latter." 
(Foucault 1978; 94) Thus in every relationship, power functions as internal 
to that relationship, it is the effects of inequalities. This mean also that the 
body which is marked by systems of codification, discipline, regulation is 
-not as a superstructure, it is a body which is internally lived, and in which 
differentiations are produced as internal conditions. 
The gaze in contemporary society is not through a centralized source. One 
method of surveillance is through the media technologies of the dream 
home project, as Coward argues: "Home-literature is essentially voyeuristic, 
a legitimate way of peeping through keyholes in a society where the 
private realm is kept so separate from public life. "(Coward 1984; 64) An 
individual is constructed by the desire that is confined to the gaze. The 
architectural discourse that is reserved for architects is also partly 
constituted by this 'photographic regime' in which all domestic labour, all 
domestic conflict, all signs of relations, corporeality, living, are abolished. 
The object of architecture is constituted as the 'perfect and finished' 
composition of 'structure and ornament'. Thus the only relations that are 
given space in these discursive practices are those between the 'object 
domain' and the 'photographic lens'; all other· power relations also 
operating through· this spatial apparatus are excluded from discursive 
practices, are made not able to be seen. 
While I will discuss women's refuges as a threshold space, the traditional 
cultural threshold is the one at the altar that women cross in order to enter 
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the architecture and the architectonics of the ideal/dream. In an article 
titled, "Bruised Brides of Violence", the journalist, Robin Dixon, establishes 
the connection between the threshold of the space of ideal dream and 
domestic violence. (Dixon 1987; 11) Domestic violence is perhaps the 'secret' 
and substantial part of power that is masked in order to make power 
tolerable. This part of power is deployed in the horne, a secret space, and its 
success is contingent upon it operating without being given to visibility. 
Though it is not a secret at all, this violence is practiced within the 
intimacy of familial relations. 
Implicit in Dixon's argument is the spatialization of power in the urban and 
architectural order of the detached house. The detached house in Australia 
is a technology of power, a 'spatial technic' by which the rationality 
behind the Australian Dream is practiced and produced. To counter the 
theories that advocate that the Australian Dream is an 'ideology', I would 
argue that without the urban production by and through the 'detached 
house' such a dream would not have been (re)produced. In other words the 
Australian Dream is the detached house, and through this spatialization of 
power numerous other technologies of powers are practiced. The detached 
house is an architecture of 'thin lines and distance'; it is unlike the 
architecture of massive walls and narrow streets that carve a journey 
through enclosed courtyards of other cultural economies. Australian 
building regulations (1987) such as site setbacks, overlooking onto 
neighbours, . height restrictions enforce a spatial insulation and isolation 
around the dream house. 'Distance' is a measure of a scopophilic economy, 
it enhances the dream as much as it constructs the image of the detached 
house in the street. 
The detached house reproduces the effect of the individual, in the sense 
that the individual is both an instrument and an effect of power. The image 
of the one house in the street is copied and repeated along the street, not 
only is it the same as the image of any house, but it is the effect of the 
individual as a copy of the same. The detached house inscribes an 
architecture of a severe privacy: a fence the height of a 'universal man' (6 
feet) marks three boundaries in addition to setbacks; at the street front the 
setback distance is increased, which has the effect of separating the d rea m 
house from the street. Studies have shown that at these distances, local 
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interactions with passers by are controlled and curbed. l6 The 
architectonics of the detached house reinforces, materializes and 
naturalizes the mechanics of a severe privacy. Within a multicultural and 
postcolonial society like Australia these enforcements are also a repeat of a 
cultural and class imperialism. l 7 
Robin Dixon (21/4//1987; 11) traces the story of two women: 
Karen's husband began by 
hitting her with a dog chain 
and belt. "Many times I 
thought: This is it, just kill 
me and get it over; don't keep 
putting me through this." 
When I'd go out into the 
backyard the next day maybe 
to hang out the washing, the 
neighbour would hang over 
the fence and say: "It's.a 
beautiful day, how's life?" 
And you knew damn well they 
knew how your life was. You'd 
think: "Where were you when 
I was screaming for help?" 
But you couldn't say that. 
You'd think, well, maybe they 
didn't hear. But they chose 
not to hear. 
In this description there is an emphasis on the backyard as an ambiguous 
yet very significant space within the architectonics of the dream house. 
The Australian backyard is both the effect and instrument of 'privacy', of 
spatial privacy. Even though the neighbour leans on the fence, the 
structure that both allows and limits interaction, s/he does not intervene 
with the private space of the other individual. The architectonics of the 
16 Studies by Netherlands architect Jan Ghel (1977) and students from Melbourne 
University illustrate social interaction In relation to distance from street and a 
number of other factors. 
1 7 The migrant house which is the subject of the next chapter is an attempt to 
demonstrate that architectural boundaries do not actually prevent blurring of edges. 
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backyard is both an enclosure and an exterior, it is both private and 
outside. This disrupts the binary correspondence between the divisions -
outside/inside and public/private the backyard space is outside but it is 
not public. This correspondence is also disrupted by other external spaces 
around the detached house: the front space and the side spaces are outside, 
but they are also private spaces. An analysis of the detached house in terms 
of these contradictions is like deciphering the architectonics of the dream. 
It reveals boundaries between private and public that are as thin as lines 
on paper: the line between the street and the house block (fence, lawn, 
hedge); the line between house block and adjacent house blocks (the side 
and back fences); the line between visibility and non-visibility (the side 
gate); the formal line between the outside and the front door (the 
threshold); the (in)formal line between backyard and the back door. These 
spatial boundaries intersect with other discursive practices such as home 
ownership, class society and cultural constructions of privacy. The 
equalizing effect of 'home ownership' makes the first boundary - the front 
fence - the most crucial, it is the division between public and private 
pro.perty, from then on the boundaries are just increments in an 
increasing privacy. This privacy is constituted through architectural 
delineation: the linear boundaries inscribe one enclosure within another 
enclosure, within another enclosure . . .. and so on. 
The interior space of the dream . house is the secret chamber in which it is 
known that strange things occur, things that are heard in the night, in 
the dark, but are forgotten or ignored in the daylight. In the "Eye of 
Power", Foucault has argued that the 'fear of darkened spaces', of 'men and 
truths' was overcome by a sort of subjection by 'illumination' in the 
century of the Enlightment, and that Bentham's Panoptic an enabled a "sort 
of immediate, collective and anonymous gaze. "(Foucault 1980; 154) I think 
that the dream house is a particular problematic in the light of this theory 
not because the formula of the Panoptic an does not explain how the 
'subjecting gaze' has functioned to produce a particular type of body of 
woman, but because the area of darkness that is repeatedly kept in the dark 
(to make it disappear?), is the deployment of sexuality within ~he home. 
Within the home power functions sexually.(Wekerle et al. 1980; Wajcman 
1991; Attfield & Kirkham 1989) 
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It is a part of the architectonics of the dream that the husband comes hom e 
every night. In his bed, in his dream home, he can dream. The Australian 
dream house is a 'dark secret chamber' - it is an enclosure and it is 
detached. The space that detaches it acts like a moat. Inside, violence can 
erupt nightly and no one will hear or see except for the distant echo and 
the shadows on the blinds, images which recall panoptic techniques, 
images that compress the interior into a two-dimensional effect like a 
cinema screen. In each cell of the Panopticon there are two windows: one 
brings in the light and the other faces the tower, creating a 'shadowscope' 
scene in which the 'person' is in silhouette. The difference is that in the 
dream house there are two actors - a man and a woman - therefore in this 
small theatre, the process of individualization is not simply between the 
inmate and the supervisor alone, but also through the relation between the 
two 'inmates'. It is in this relation that a particularly 'dark space' is not 
countered for by the panoptic techniques. The architectonics of the d re am 
h 0 us e is constituted through a spatial excess,through distance and lines. 
These techniques are a measure of a scopophilic economy in which the 
interior is as much the target of subjection as the external construction of 
the image, but III which this scopophilic economy functions through 
sexual difference. 
Scarry's analysis of the structure of torture is useful for an analysis of the 
scene of domestic violence because it is also a scene in which more than 
one person of unequal position, is involved. Scarry writes that in the 
structure of torture absolute pain is converted into the fiction of absolute 
power through an 'obsessive, self-conscious display of agency'. This agent, 
she argues, is the weapon.(Scarry 1985; 27) Her analysis of torture reveals 
the decreative processes of the combined forces of bodily pain and 
language through interrogation, in which language undoes the body in 
pain and strips it of its subjectivity: the subject's capacity to use language 
is depreciated at the same time that "she" is subjected to physical pain. an 
intersection of forces which erodes her subjectivity. Torture, she argues. is 
itself 'a language, an objectification. an acting out', and in the process. 
converts the interior experience of pain into a demonstration of power: 
Real pain, agonizing pain, is inflicted on a person; but torture, 
which contains specific acts of inflicting pain, is also itself a 
demonstration and magnification of the felt experience of pain. In 
the very processes it uses to produce pain within the body of the 
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prisoner, it bestows visibility on the structure and enormity of what 
is usually private and incommunicable. contained within the 
boundaries of the sufferer's body. It then goes on to deny, to falsify, 
the reality of the very thing it has itself objectified by a perceptual 
shift which converts the vision of suffering into the wholly illusory 
but, to the torturers and the regime they represent, wholly 
convincing spectacle of power. The physical pain is so incontestably 
real that it seems to confer its quality of "incontestable reality" on 
that power that has brought it into being. It is, of course, precisely 
because the reality of that power is so highly contestable, the 
regime so unstable, that torture is being used. (Scarry 1985; 27) 
I think that the architecture of the dream house· (re)produces these two 
techniques of power - panopticism and the structure of torture. The dream 
house is a 'cell' which is under surveillance, but it is also a cell in which 
two unequal persons are caught in different positions within the 
mechanics of power: one used as a weapon, the other, the body which is the 
object of power. The body of woman is a 'body in pain' but the enactment of 
domestic violence within the 'secret' _space of the dream house converts 
her body into a display, a spectacle of power. Thi~ object-ification is 
reinforced in the already pervasive display of the body of woman as a body 
subjected to the gaze - the spectacle of the sexualized imagery in· the urban 
landscape. Scarry's analysis provides the reason that communication on 
the level of pain is impossible - the neighbour looks over the fence to see 
the evidence of the night's scene, but s/he cannot speak about it - it is, in 
short, a gaze. In this situation, the fence delineates the space of 'what is 
usually private and incommunicable'; to peep over the fence is to either 
have power, or to project one's own pain onto the other body, in either 
case, 'the body in pain' is objectified. 
I remember pointing his rifle 
at his head when he was lying 
in his bed and thinking that I 
could shoot him 
... (cited in Dixon 21/4/1987; 11) 
Domestic violence is the manifestation of the violation of the dream. 
Crossing the threshold into the interior of the dream house reveals the site 
of the epistemic violence of the rationality of the ideal city/dream house 
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knowledge-power apparatus. The interior of the dream house and the body 
of the woman are the targets of techniques of knowledge as much as they 
are the targets of strategies of power. The body of woman is violated as is 
the crockery, the furniture, the interior walls, in the enactment of 
domestic violence. The architectural boundaries of the dream house 
provide for, in this situation, the man-prisoner, a cell in which other dark 
spaces erupt. 
For the women who live/leave these interiors, even temporarily, the 
dream house and its architecture of lines, distance and secret chambers is 
altered, permanently: "Karen sees violence as crossing a line: you can't go 
back."(Dixon 21/4/1987;11) What can't you go back to? The dream house? 
Many do. But having been in the centre of the dream, having been the 
body that is its target, those that. live/leave the dream might see that dream 
from the outside, only temporarily, only for a moment, maybe. The dream 
from the outside is clearly not her dream in which the violation of her 
body was its centre, was the scene of the interior of the dream house. 
At the centre of every suburban house is the housewife. (Hayden 
1984) 
The dream house is a spatial technology of power in which are constituted 
the social and metaphoric divisions between inside/outside, 
interior/exterior, and their corresponding divisions between female/male, 
feminine/masculine and women/men. Whilst the in(de)finite repetition of 
these divisions may, through analysis, appear as ambiguous, complex and 
even violent, the architecture of the dream house is an inscription of their 
self-evidence: it is an effect of reality in which "sex" is deployed through 
space. The architectural imagery of its exterior, the pictures by which it is 
marketed emphasise an exaggerated distance from the street, a facade 
which demonstrates an architecture of privacy, a formal entry which has 
the dual purposes of security and entry to the 'individual' that is not a 
stranger. The . feminization of the interior space is highlighted in the 
imagery of the kitchen and the 'master' bedroom. These images are often 
embellished with a seductive pose of a woman embracing a door post or 
reClining on a bed; the interior space is represented as a sexualised female 
space, a space in which, desire (for the man) is potentially 
constituted.(Johnson 1992) The dream house sells "sex". The historical, 
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material. psychic. social dissymmetry between the sexes is deferred in a 
situation in which "sex". that mysterious. charming, amorphous, sticky 
'binder' - is deployed to the effect of "equalizing." Men and women are 
"equal" in "sex" and therefore everything is tolerable, desirable. At the 
end of the first volume of the History of Sexuality. Foucault points out that 
this apparent distinction between "sex" and "sexuality" is yet another way 
that the practices of power is made tolerable to everyone: we must, he 
argues, 
show how "sex" is historically subordinate to sexuality. . . . 
sexuality . . . is what gave rise to the notion of sex, as a speculative 
element necessary to its operation. We must not think that by saying 
yes to sex. one says no to power; on the contrary, on tracks along the 
course laid out by the general deployment of sexuality. It is the 
agency of sex that we must break away from, if we aim - through a 
tactical reversal of the various mechanisms of sexuality - to counter 
the grips of power with the claims of bodies. pleasures, and 
know ledges, in their multiplicity and their possibility of 
resistance.{Foucault 1978; 157) 
So much is invested in the codification, normalization, domestication, 
control of the female body; so many mechanisms and micro-mechanisms of 
surveillance; systems of 'discipline and punish'; so many strategies in 
displacing the female body from any 'entrusted' positions in the 
mechanisms of power. That too is not enough. In addition there is the 
structure of torture enacted within the interior of the dream house. a force 
that reveals the 'unacceptable' technologies of power that the female body 
is subjected to. Why? Is all this investment because the female body, 18 its 
difference(s), its maternal capacities, its bodily pleasures, its intensities, its 
thresholds for love, exert a pot en t i a I counterforce that cannot be 
predicted, that cannot be ultimately controlled by a systematic, regulatory 
and violent mechanism of power. As Grosz argues: "As well as being the site 
of knowledge-power, the body is thus also a site of resistance, for it exerts a 
recalcitrance, and always entails the possibility of a counterstrategic 
reinscription, for it is capable of being self-marked. self-represented in 
alternative ways. "(Grosz 1990; 64) 
1 8 I am using the word 'body' as a sign of morphology. rather than a concept of the 
biological body. 
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The case of women's refuges is a site of such a resistance m which the 
female body claims, at least, temporarily, a very strategic and complex 
spatial technology for itself and against the ideal/dream. It is imponant to 
note Foucault's theory of resistance as immanent in power as a useful 
theory for a study of refuge space for women. Though a 'great' revolution 
is not possible, Foucault argues that no matter how terrifying a system, 
there is always the potential for resistance, "Where there is power, there is 
resistance"(Foucault 1978; 95); and that if power is immanent in relations, 
resistance is also never in a position of exteriority in relation to power. He 
emphasises that power relationships are strictly relational and that as 
there is no central source of power, so also there cannot be a single 
revolution, rather there is a plurality of resistances: "points of resistance 
are present everywhere in the power network. "(Foucault 1978; 95) They 
are the odd term in relations of power, an irreducible opposite. Now while 
every instance of counter-power serves as a 'leverage for a counter-
offensive from the other', implying that counter-power does not guarantee 
resistance, real effects of resistance are possible. He argues that even if 
counter-powers are likely.Jo be appropriated within the 'system' it does not 
mean it is useless to resist or rebel. It is the possibility of the prisoners 
taking over the central tower if that isn't the final purpose of the 
operation. 
REFUGES 
Foucault: This indeed is another of the factors which shift Bentham 
into the domain of the unreal: the effective resistance of the people. 
This is something you have studied, Michelle Perrot. How did people 
in the workshops and the cite ouvrieres resist the system of 
surveillance and constant record-taking? Were they aware of the 
constraining, subjecting, unbearable character of that surveillance? 
In a word, were there revolts against the gaze? 
Perrot: There were indeed revolts against the gaze. The workers 
repugnance for living in the cite ouvrieres is patent. The cite 
ouvrieres were failures for a long time. (Foucault 1980; 162) 
A brief history of the refuge movement in Australia describes its origins as 
the sudden emergence of two tiny houses in the Sydney suburb of Glebe 
made available for refuge to 'battered women' and their children in March 
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1974; these were made available through 'squatting' by a number of 'grass 
roots feminists'. This refuge was called "Elsie. " At about the same time a 
Melbourne woman donated a rent-free house in the suburb of Kew to a 
group of 'grass root feminists' known as the Women's Liberation group, 
which was known simply as the half-way house. From this sudden 
emergence the refuge movement is described as resulting in the 'explosive 
growth of refuges around the country'; "Elsie" and the half-way house 
'started chain reaction' which· was 'fuelled by the previously 
unacknowledged plight of large numbers of battered women in the 
community'. Five years later there were one hundred refuges in operation. 
with ninety-three receiving federal funding. 19 In this section I want to 
argue that women's refuge is a form of resistance. perhaps of 
revolutionary proportions, but that the way it has been able to be a 
resistance is not the apparent shifts about domestic violence from 
'invisibility' to 'visibility' that are frequently argued within feminist 
discourses, but a somewhat 'ambiguous' structuring of a counter-power 
that is difficult to 'catch' by a counter-offensive. The deployment of space. 
of the provision of accomodation, shelter, refuge is fundamental to the 
operation of women's refuges, and it is on this level of 'temporary 
houselhome' that the refuge movement has functioned most successfully 
and cautiously as a form of resistance. 
Refuges are typically existing suburban houses: 
Refuges are often large suburban houses which can only be 
identified by the high fence which surrounds some of them. Most 
have a restricted entrance through a reception area or office. . . . 
Inside the refuge the atmosphere is as close to an ordinary home as 
possible. Families have their own bedroom . . . Other areas of the 
house are shared. (McGregor & Hopkins 1991) 
Given that refuges are typically about 'location' rather than design, their 
positioning within architectural discursive practices is problematic. Two 
possible approaches towards the architecture of a women's refuge are 
outlined by Anne Pender (1991), an architect practicing in Canberra: 
1 9 See chapter 2, "The Refuge Movement," in Heather McGregor and Andrew 
Hopkins (1991), Working For Change: The Movement Against Domestic Violence. Note 
the previous history of refuges within church and charity groups. 
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i. DONUT: fortress form compnsmg defensive walls enclosing a space 
in the centre. The intentions is that within these peripheral walls there 
would be the potential for a feminine and feminist space. 
ii. SCATTERED: ordinary houses dispersed throughout the suburbs. The 
intention of this design is that it provides safety through anonymity. 
Pender argues that both approaches have an intention of finding an 
architecture that will give an effect of women not being there. Within the 
architectural system of representation both are self-effacing introverted 
forms. Pender is here searching for a way of making space for a discourse 
about refuges within the architectural representative systems about form. 
I think that the form is significant, but not as an end in itself, rather in its 
intersection with relations of power operating at the time. The 'donut' form 
has obvious parallels with Bentham's radial plan of the Panoptican. Whilst 
Foucault has discussed that Bentham's Panoptic an is an example of a 
'machine of power', in which surveillance provides a form of control and 
discipline rather than the costly methods of violence, it must be stressed 
that th.is mecl!anism was not purely intrinsic to the form, but in the·· 
combination of the form and the t-echnological details of operation. The 
donut or Panoptic form has been used for the deployment of 'communal 
utopias' in which the tight architectural configuration has functioned as a 
'uniting power' against the possible disintegration of the 
community.(Hayden 1976) In terms of the two approaches that are outlined 
by Pender, it is not that the former could not function as a refuge because 
of its for m , rather this particular form has not coincided with the 
historical conditions and practices of women 'in the exercise of their 
freedom'.20 
The history that the women's refuge movement fits within Pender's second 
approach is not an indication about the success of one particular 
architectural design over another, rather it reveals a particular strategy 
which at its inception was a response to a particular problem. The problem 
was like that indicated in Foucault's question, quoted above, that there is in 
the mechanisms of the ideal city/dream house project an unreal domain, a 
utopian dimension in which is forgotten - 'the effective resistance of the 
20 .. For a hypothetical example of the 'donut' form see Rebecca Maycock (1993, 
unpublished thesis, Deakin University) in which the use of the 'donut' form is 
overlaid with an effect of theatrical masking. 
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people' - the women. In reality this project has to work with a material -
women and men - in this situation it is the bodies of women that have put 
up a formidable resistance to both the violence and the mechanisms of 
surveillance by which the ideal city/dream house apparatus of power has 
operated. The revolt is spatial. The availability of a 'half-way house' was 
pivotal to the strategy that these bodies of women took up. In regard to 
Foucault's statement that 'freedom is the practice of freedom' the 
availability of a 'refuge house' coincided with the existing exercise of 
'freedom', women who had left their dream houses were already in the 
. mode of resistance. This coincidence though was a crucial one - as space is 
fundamental to any exercise of power, it is also fundamental to any 
exercise of resistance, counter-power. The refuge movement has been a 
particular form of resistance because of its use of space in ways that are 
difficult to 'catch' in the nets of representative systems of power. 
The history of the 'scattered' strategy of using space in the refuge 
movement illustrates that this history is not unified or homogenised. Its 
grassroots origins emphasises that a large number .of autonomous and 
unco-ordinated groups put their particular concerns into practice in a 
'local' way: refuges emerged in particular locations not because of some 
'overview' about where they should be, but because of a particular group's 
concerns. Whilst this 'disorganisation' might be seen as a 'lack', in reality 
it had the effect of that side of power that Foucault emphasises - it was 
productive in the sense that many refuges emerged 'all over the place' and 
through quite different principles and methods of operation. The 
unhomogeneity of the refuge movement is also evident in its relation to 
the government and to the bureaucratic feminist sphere, The Women's 
Electoral Lobby, which it treated with some suspicion. The absence of any 
national organisation at the outset proved to be an irritant to the federal 
government, and even when a loose association of refuges was formed in 
1976, conflict between groups disabled any formation of unity and 
agreement about policies and aims. Although a much more detailed 
analysis is necessary to illustrate the specific points of resistance and the 
points in which resistance lapses, it seems to me, that the women's refuge 
movement in Australia exemplifies in a specific way Foucault's theory of 
resistance: 
Are there no great radical ruptures, massive binary divisions, then? 
Occasionally, yes. But more often one is dealing with mobile and 
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transitory points of resistance, producing cleavages in a society that 
shift about, fracturing unities and effecting regroupings, furrowing 
across individuals themselves, cutting them up and remolding them. 
marking off irreducible regions in them, in their bodies and minds. 
Just as the network of power relations ends by forming a dense web 
that passes through apparatuses and institutions. without being 
exactly localized in them, so too the swarm of points of resistance 
traverses social stratifications and individual unities. (Foucault 
1978; 96) 
That the refuge movement has used space in this 'scattered' way has 
enabled a strategy in which the historical attributes of space - self-
evidence, visibility, form, concreteness - are problematised because they 
are kept 'ambiguous'. The ambiguity is in a sense a refusal of binary 
divisions; divisions, about which I have argued have no space for the 
female body, for woman and for women. The ambiguity is spatial in that it 
is the attributes of space (in relation to subjectivity) which are 
problematiseo, such as: image, identity, address, representation, 
physicality, presence, design, geometry. I will explain what I mean by this 
claim by using a textual method in which an analysis follows a statement 
about refuges from a report on refuges: 
Refuges have secret addresses.(Robinson 1990;81) 
This description emphasises ef-facement as one of the strategies of the 
women's refuge movement. The facade has been critical in the historical 
representation and constitution of the discourse about architecture. Ef-
facement which has been necessary for refuges is not the same formalistic 
method in which architects have designed buildings without the 
monumentality of a facade. 21 That refuges have no facade is not due to 
architectural design intentions, to spatial metaphor, it is at the 
intersection between space and politics, it is a spatial technology of power, 
it is a spatial technique rather than a spatial metaphor.{Foucault 1984; 
"Space, Knowledge and Power") Closely related to the facade in the 
historical constitution of architectural discourse is the role of the image, 
~ 1 The difference that I am referring to is exemplified by my analysis of refuges 
10 comparison to Vidler's representational and metaphoric analysis of architectural 
projects in the chapter, "Losing Face." (Vidler 1992) 
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especially the image(s) of the ideal city/dream house. Images of the ideal 
city and the dream house are the technology by which these discourses are 
circulated, reproduced, and constructed. They forge networks between 
economies, knowledges and the making of the world. The implications of 
the description that refuges have secret addresses is that they refuse to 
have an image. Their anti-image definition entails a claim to space and to 
architecture which refuses documentation, and thereby refuses 
circulation and reproduction. Their necessity of placelessness has 
contested the architectural insistence on formalising space through 
architectural statements. If architectural history has so far been about a 
documentation of images and facades (even plans are an image, although 
this is another argument) women's refuges are on the threshold of this 
history; they are a threshold of a different history of architecture. In the 
advanced societies in the late twentieth century women's refuges seek 
safety in the facelessness of anonymity. 
The way you can get refuge accomodation is [by] ringing the Women's 
Refuge Referral Service. This is a 24 hour access point to refuge. 
(Robinson 1990; 81) 
If the access to refuge space is through a 24 hour telephone service, then 
the transfe r to another space is, in simple terms, through the capacity of 
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her language skills, the capacity of speech. A number of binary divisions 
are problematised by this technology which is rendered into a spatial 
technology of power. The antiquated but perpetual division of the subject 
into the (female) body and the (male) speech is problematised in this late 
twentieth century ritual necessary for a woman's resistance, as is the 
division between body-space-female and mind-time-male. Feminist 
analyses of history have demonstrated the absence of women's voices on 
the one hand and the objectification and the overdetermination of 
women's bodies, on the other. Refuges reverse the machinery of this 
power, momentarily, temporarily. Women's bodies retreat out of the 
possibility of objectification via a technological transfer of women's voice. 
They retreat into the space of refuge. To the extent that women's refuge 
accomodation is a space without an image, without a facade, without 
architectural representation, this is refuge from the economy of image, of 
vision, of objectification. The technological transfer into a refuge space, 
though voice, through language is not necessarily the speech by which 
male history has been established. It is a confidential exchange, it is not a 
'presence in speech', rather, it is 'speech in absence (of the husband)' and 
it is almost 'speech' as transfer, speech as a method to be somewhere else. 
The aim of [women's] refuge is to ultimately not exist. (statement cited in 
Kovacevic & Capetola 1987) 
This statement captures, unwittingly the exercise of resistance in the 
refuge movement, as it recalls Foucault's argument that counterpowers 
like the prisoners taking over the tower are not an end in themselves, 
refuges cannot be the final purpose of the defence against domestic 
violence. Refuge space is only relevant as long as it is an exercise of 
resistance. As a spatial technology of counterpower its operation is a 
'slippery' one: if power operates through a maintenance of dependence 
then a 'social' dependence on refuge space may render refuges into their 
own counter-offensive. Refuges may become their own means of 
appropriation into. the machinery of power that they are attempting to 
resist. If space is fundamental to power, then refuge space can only be an 
exercise of counterpower as long as it does not become the 'norm', as long 
as it is not appropriated by the machinery of power for its own 
mechanisms of 'normalisation', codification and surveillance. Refuge 
workers have been concerned about this plight, arguing that at the 
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inception of refuges they were seen as a response to a problem,· they are 
now asking, are they becoming the answer? If refuges unwittingly 
become the answer, they will no longer be an exercise of resistance. 
However there are aspects of the refuge movement that as yet do not have 
a spatial dimension as such. If the space occupied by women's refuges is 
undefined and without facade and representation, the space(s) of the 
Refuge Ethnic Worker's Program (REWP), is less so. The REWP is a state 
wide service and yet it does not have a legitimate claim to physical space 
within the refuge movement. It provides 'ethnic workers' for the 
procedures of refuges within a 'multicultural society' and yet these 
workers are squeezed out of the architectural configuration of refuges, 
both office and residential space. Ana Kovacevic, a refuge worker explains 
the problem as an effect of double exclusion: "Immigrants have to be 
accepted into other [people's] countries and most people who are 
dispossessed are unwelcome anywhere:" thus the effect of immigration 
complicates the effect of domestic violence with issues of ethnicity and 
culture.(Kovacevic 1987) The - REWP is the product of an intersection 
between a number of movements: immigration, feminism, 
multiculturalism, capitalism. There is no happy coincidence in the ways 
that any of these movements intersect within the context of domestic 
violence, whilst on the other hand they might intersect in a 'productive' 
way within the knowledge-power apparatus of the ideal city/dream house. 
It points to the 'secrets' of the power operations within refuges, the sorts of 
differences that the refuges need to mask in order to make their effects 
acceptable. The space of the REWP is fragmentary and mobile, it traverses 
across the state, and yet it has no central space for its own occupation, for 
its own inhabitation. It is a space-in-transition as much as it comprises of 
transitions in space. It is the point where several inarticulated movements 
pass and therefore it suffers a precarious and unstable identity; it occupies 
the least understood and often misunderstood space, a space, that with i n 
the refuge movement; should ideally not exist. Consequently the program 
has shifted from one label, one form of (non)identity, to another. And yet 
in its temporary inhabitation of different spaces it is also a site of 
resistance within the panopticism of refuges. 
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Given the secrecy of refuge accomodation the only documentation that is 
available about a refuge for women, from Non-English-Speaking-
Backgound (NESB) is as follows: 
My analysis 
exercises a 
refuge may 
WOMEN'S REFUGE 3 
c/- 329 8433 
TYPE OF ACCOMMODATION: Accommodation and support for women 
and children escaping domestic violence. Large regular house, 4 
bedrooms, communal living arrangement. 
MAXIMUM LENGTH OF STAY: 12 weeks. 
COST: nil. 
ELIGIBILITY: Women and their children fleeing from domestic 
violence. Give preference to women and children from non-english 
speaking backgrounds. No drug or alcohol abuse. or women with a 
psychiatric history. Generally. no women with boys over 14 yrs. 
PROCESS OF REFERRAL: Refuge referrals. 
SUPPORT AVAILABLE: Linguistic and cultural support for women 
from non-english speaking backgrounds. information about 
alternative housing options. Legal, .income and schooling. support. 
Support with domestic violence and incest issues. Specific support 
for children also. 
INFORMATION RELEVANT TO WOMEN: An emphasis on staff 
awareness of domestic violence. incest and rape. Access to childcare 
and women's support groups. A women's only environment. Security 
of address. 
SERVICE STRUCTURE and PHILOSOPHY: The collective works both 
long (through community education and political work) and short 
term (through supported accommodation) towards the empowerment 
of women and children, and the eradication of domestic violence and 
sexual abuse. 
INFORMATION RELEVANT TO RESIDENTS: Residents are provided 
with information about the service including a list of rules. These 
include keeping the security of the refuge. no drugs or alcohol on 
premises and sharing household tasks. A weekly house meeting is 
held.(Robinson 1990; 84) 
of women's refuge focuses on the refuge as a space that 
counter-power to the spatializations of the ideal/dream. The 
be seen as 'time out' of this urban and architectural 
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configuration. Whilst time is not limited at the level of the service, the 
period of retreat is measured by time - 12 weeks maximum. Women's refuge 
is a temporary space. Women are spatially housed whilst they may remain 
'unhoused' within the power practices of the ideal/dream. Refuge 
accomodation is an exercise of resistance in that it provides women with 
(temporary) shelter, but this is quite different to the argument that 
Irigaray makes about women's dereliction from the 'house of language'. It 
has been claimed that women across the board - class, ethnicity, education, 
race - suffer from domestic violence; does this make refuge space some sort 
of complementary to the clinical space of psychoanalytic therapy. Refuge, 
as a temporary 'house' for women's bodies in pain, is potentially a 
threshold space for women's autonomy. Women must transit back into the 
urban and architectural spatial technologies of the ideal city/dream house. 
The first time many go back, maybe the second time too, by the third time 
some women attempt to inhabit different positions within its panopticism. 
That refuges can still contest the apparatus of knowledge-power from a 
number of -intersecting but non-homogeneous forces is due to their ability 
to not be appropriated by (many of) these technologies of power. Refuge is 
a materiality, an architectural space that is unlike the practice of space 
within existing architectural discourses because it has to function 
surreptitiously. Initially I was going to argue that beyond an architecture 
of anonymity, refuges have claimed a physical space, a political and 
economic space, and in this refuges are making domestic violence 'visible'. 
I was going to argue that refuges as a spatialization of power have shifted 
the social programmes into the arena of 'visible' production: refuges shift 
the amorphousness of domestic violence into a 'visible' cultural 
production. This argument would have claimed that refuges are changing 
the image of domestic violence from a hidden secret horror into an image, 
a visibility, an architecture, a spectacle. And perhaps this is one effect of 
the refuge movement, but I do not think that this is its site of resistance. 
This argument is premised on a positivistic feminist agenda, an agenda that 
believes that visibility and voice is the way for liberation, for freedom, and 
that invisibility and silence is to remain subordinated, to remain in the 
dark. Alongside this agenda is the illusion that women can operate 'outside' 
the patriarchal power systems, and that in order to be liberated, women 
have to be saved from their own histories. My argument is that while 
refuges offer a 'time out', an oasis of safety, for women, this space is 
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temporary. Ultimately, refuge does not exist, and the potential for 
resistance is in each woman's relation to her own body and the new 
networks that are made. 
I think the reason that resistance and counterpower is still possible in the 
refuge movement because refuges have functioned surreptitiously: Refuge 
has to function through historically feminine procedures and strategies. I 
am not advocating that women remain invisible and silent in the power 
relations that (re)produce culture; but I am arguing that visibility and 
voice does not ensure liberation any more than invisibility and silence 
maintains subordination. I am arguing for specific responses of resistance, 
for specific strategy and analysis. Certainly, refuges are contributing to 
the changes of the image of domestic violence . . . But refuges are also 
refusing the economy of visibility, the economy of the image. Through 
their refusal of an address there is an attempt to refuse a cartographic 
inscription, a mapped identity; that is, almost no one knows where the 
refuge is, almost no one knows its location in urban space. This refusal 
amounts to a 'non-visibility_'. Thecrefuge's capacity for resistance, for 
counter power against the effects of powers on thebodit:s of women, is 
through this strategem of invisibility; at least for the time being. This may 
of course change at the moment there is a counter offensive from the 
other. That is until the time that 'invisibilty' proves to be a part of the 
mechanisms of power that maintains the condemnation and docility of the 
bodies of women. 
The notions of self-evidence and visibility as the effects of a spatialization 
of power, which is quite central to Foucault's theory is, I think, complicated 
by this example of the refuge. Its complication lies in the relation of 
powers between the sexes and within the ideal city/dream house project. 
Foucault's theory on the intersections between a history of power and a 
history of space is that space makes the effects of power a 'self-evidence' 
and a 'visibility'. This has meant that space has made evident a power, 
which might contain things that are undesirable, into something which is 
tolerable and tolerated, even accepted because it presents forces and 
relations of power which are productive, creative, and desirable. Perhaps 
this self-evidence of space is captured in the response of why people live 
in the suburbs in Australia, "where else is there?" The suburbs are a 
spatialization of knowledge-power to which there is no exterior, although I 
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think that there is al ways a possibility for resistance. Foucault has 
developed methodologies, strategies, ways of seeing and looking at history 
which has the effect of making those things that are self-evident and 
acceptable into effects that are intolerable. Part of Foucault's argument in 
the History of Sexuality, vol 1 is that "power is tolerable only on condition 
that it mask a substantial part of itself. Its success is proportional to its 
ability to hide its own mechanisms. "(Foucault 1978; 86) Domestic violence 
might be seen as that substantial part that had to be masked in order to 
make the power production of the ide a II d rea m tolerable and even 
desirable. If, however, refuges are to be a site of resistance their strategy 
might need to be different. Their resistance is not just in making domestic 
violence visible and intolerable. I am suggesting that relations of power in 
space have a number of intersecting effects, and that while refuges are 
spatial configurations, the fact that they exist spatially may not enforce 
their subjection to the 'eye of power'. That is, in a limited sense, refuges 
can play at 'invisibility' as a strategy for a refusal of subjection. I say 
limited because in actuality there are probably many individuals and 
organisations, and bureaucracies that know wh~reJhe refuge is, but this is 
not information that is allowed to be circulated, it is not informatioilthat is 
able to be used as a point of exploitation. It is a secret on the side of 
resistance, it is passive feminine turned into a strategy for resistance. 
The complication of this argument is borne out in the descriptions of the 
difficult relations refuges have had with bureaucracy especially in terms 
of representatives. There was an absence of people designated to speak on 
behalf of the group and in terms of accountability.(McGregor & Hopkins) 
While on one level this meant that refuges could not be supervised in an 
adequate way, on another it caused some refuges to become defunded. The 
'eye of power' is a complex mechanism - if you are not within its gaze you 
risk the effect of 'nonexistence', which means that power produces 
subjection whilst also producing a subject for this subjection.(Holmes 1992) 
"Power is everywhere" argues Foucault, "not because it embraces 
everything, but because it comes from everywhere. "(Foucault 1978; 93) His 
theory of power is counterposed to traditional views of power as residing at 
a central point, or as a rule of subjugation or a general system of 
domination, power, he says "must not be sought in the primary existence of 
a central point, in a unique source of sovereignty from which secondary 
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and descendent forms would emanate; . . . it is produced from one moment to 
the next, at every point, or rather in every relation from one point to 
another." (Foucault 1978; 93) It is precisely because power's materiality is 
immanent to all relations that it cannot be 'caught', no one can possess 
power, yet this inequality is precisely what constantly engenders states of 
power. Power is not an institution, a structure or a strength, but "a name 
given to complex strategical situation."(Foucault 1978; 93) Because power 
cannot be possessed it also cannot be overthrown, there is no possibility of 
a 'great' revolution. This is exemplified in Foucault's statement that it does 
not matter who is ill the central tower, and that if the prisoners took over 
the central tower in the Panoptican, the machine of power would still 
function as such. 
The biggest fear of refuges is that they will be absorbed by the state. This 
fear is understandable in that no longer will they be able to function 
surreptitiously, and therefore no longer will they be an exercise of 
resistance. That they are in the service of the state will be self-evident in 
the forms of reports of accountability. It is only while: refuges are 
'invisible' that - they can be effective as counterpower. Thus refuges can 
function as an exercise of resistance through a spatialization of power, if 
their existence is made ambiguous by effects of non-visibility. In a sense 
as though refuges do not really exist, yet this is what enables them to be an 
exercise of resistance. 
HOMELESSNESS 
This dissolution of the boundary between inside and outside gives 
rise to a fourth aspect of the felt experience of physical pain, an 
almost obscene conflation of private and public. It brings with it all 
the solitude of absolute privacy with none of its safety, all the self-
exposure of the utterly public with none of its possibility for 
comraderie or shared experience. (Scarry 1985; 53) 
If refuges are at once 'concretizing' the extent to which domestic violence 
is a technology of power (although operating as a 'secret' part of the 
intelligibility of the ideal city/dream house and acting as a strategy of 
resistance), women's homelessness entails quite a different production of 
women's bodies. It occupies a space that is ejected from any architectural 
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enclosure. Historical inscriptions of 'home' 'private', 'family', onto 
women's bodies have the effect of enclosing, locating, protecting, 
confining the body of woman. Homeless women are the bodies that are 
evicted from the productive powers of the ideal/dream. Women's 
homelessness is a complete confusion of borderlines, it is a blurring and a 
mismatch of physical, corporeal, metaphoric boundaries and spaces. It 
occupies a space that is ejected from the enveloping structures, 
institutions, power relations of the architectonics of the ideal city/dream 
h 0 use. It occupies a space of utter public exposure. Architectural 
representations of dream houses comprise clear borders, containment, 
pictorial frames, a timeless image; architectural representations of ide a I 
city comprise perspectives, cartesian ordering grids, hierarchy· of 
buildings. There is no such image of women's homelessness. Homelessness 
inscribes a space that is always in motion, it is never fixed, never 
10catable.(Wallace 1990) Homeless women's bodies practice a mobility, a 
nomadism, that is urgent and without direction. If the ide a I 
cityldreamhouse is a utopian project, then homelessness as an eviction 
constitutes a dis-topian space. 
Foucault's analysis of the industrial societies emphasises "the great 
nineteenth-century effort In discipline and normalisation" ,(Foucault 1980; 
61) especially through the architectural configurations and spatial 
technologies of institutions such as the hospital, the school, the asylum, 
the prison, the workhouse. A speculative aspect of this analysis is that 
theories about madness and crime were preceded by an architectural 
materiality, thus Rajchman, interprets, "The spatial "scheme" of a form of 
knowledge is not only distinct from the theories which occur within it; it 
often precedes and makes them possible. Thus the singular manner in 
which the general hospital gave mad people to be seen precedes the 
elaboration of the classical theory of madness, and the architectural 
reorganization of prisons precedes the new theory of crime. "(Rajchman 
1988; 99) Knowledge! power operated through a combination of a punitive 
apparatus and "a system for separating the normal from the 
abnormal."(Foucault 1980; 61) It was invested through human bodies, and 
especially through a particular interest in the location, containment and 
observation of abnormalities: ""Normality" as a fundamental category of 
our behaviour, and even of our identity, becomes "visible" through an 
expanding network of practices in the nineteenth century. One of the 
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basic things our knowledge makes visible to us is abnormalities both of 
persons and of societies."(Rajchman 1988; 101) There is in this, a 
mechanism of power in which a fiction of revealing 'secrets' about the 
human body has necessitated the construction of abnormalities: 
normalization is made possible by the production of abnormality. An 
example of this is the "hysterization" of women's bodies: a threefold 
operation involving first a reduction of woman to her sex, second a 
'pathologizing' of that sex, and third a subordination of the female body to 
the imperative of the reproduction of the species (the family space and the 
life of children).(Schor 1989; 55. Foucault 1978; 104) If this is the 
description of a 'normal' body of woman, are then the mobile, nomadic 
bodies of 'homeless' women, the sites of the production of 'abnormality'? Is 
women's homelessness the necessary by-product of the mechanisms of 
power through which the 'normalizing' functions act on women's bodies? 
It is evident through the operations of contemporary cities that those that 
are evicted from the networks of the ideal/dream are not supposed to 
occupy space, they are not supposed to be visible in the representations of 
either the city or the home. And yet a different look at the recent history 
of cities reveals that 'homelessness' has been an indissociable part of the 
development of cities, that homelessness is a production within the grid of 
the rationality of the ideal cityldreamhouse project. Rosalyn Deutsche 
argues that the uneven development of cities is a structural part of the 
power practices which produce the continuation of oppression of the same 
groups of people: "But today there is no document of New York's 
ascendency which is not at the same time a document of homelessness. 
Whether such documents are municipal reports, landmark buildings, or 
what we call public spaces, they exhibit an ambiguity as to their 
meaning."(Deutsche 1988; 5) Whilst I do not agree with the general theory 
of the city and power in Deutsche's argument because it invests quite a 
great deal in the constitution of a 'rational subject that knows', these 
details of her argument demonstrate the mechanisms of power both as a 
production (building of cities) and a division between 'normality' and 
'abnormality' in the production of bodies, and that the two are inseparable. 
Foucault argues that the reason that power is 'all-embracing' and cannot 
be 'caught' is because it "produces effects at the level of desire - and also at 
the level of knowledge. Far from preventing knowledge, power produces 
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it."(Foucault 1980; 59) Thus knowledge and power directly imply one 
another. There are always relations of power which establish what 
'objects' are to be investigated, and techniques of knowledge which make 
and legitimate relations of power. Bio-power is a specific linkage between 
power and desire. As I have noted the way that power operates through 
desire is through the meticulous work of the 'body beautiful' and the 'home 
beautiful' campaigns. This is the process for the production of healthy 
bodies, but Foucault argues that where there is power there is resistance, 
and the body itself makes claims and responses against power, "of pleasure 
against the moral norms of sexuality, marriage." Thus, "power, after 
investing itself in the body, finds itself exposed to a counter-attack in that 
same body. "(Foucault 1980; 56) However, power does not weaken, "it merely 
invests itself elsewhere . . . and so the battle continues. "(Foucault 1980; 56) 
If I survey the battlefield of the ideal city/dream house, what do I find? 
Possibly not only the 'healthy bodies' of the 'body beautiful' program. But, 
are these homeless women merely the product of a repressive power, are 
they the products of abio-power which must construct its own 
'undesirable; bodies of women? Is there no potential for resistance in these 
bodies? Or are these bodies of women also the sites of counter-attacks that 
refuse the 'desire of one's own body', a desire through which their 
subjection (to the dream home apparatus) is constituted?If the dream home 
apparatus controls through the desire for a 'body beautiful' what does their 
non-participation mean? I am not advocating that there are simple 
answers to these questions, - were these women evicted from the networks 
of the ideal/dream or did they refuse its 'control through desire'? I am 
arguing that there is an 'indefiniteness of the struggle', and that it is 
worth surveying the battlefield of the city in which women's homelessness 
occupies a space. 
DREAM HOME AS THE NORM 
Strategies of· normalization through the architectural project include 
models of 'family' and models of 'home' which are both inscribed onto the 
'normal' body of woman. Homelessness is thus constituted as the 
'abnormality' by which the 'norm' operates as a productive power with 
effects at the level of desire. Sophie Watson sums up the 'problem', "A 
problem with the concept of homelessness is the notion of 'home' .. , The 
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'home' as a social concept is linked with the notion of family - the parental 
home, the marital home, the ancestral home. . it carries a meaning [and 
spatiality] beyond the simple notion of shelter." (Watson 1988; 8) These are 
not merely meanings in the sense that they operate only as ideology, they 
are forces which intersect through the urban environment producing the 
ever-expanding Australian suburbs and other urban relocations and 
productions such as work sites on the periphery of the city.(Harman 1983) 
Housing provision and policies have been mechanisms for the 
reproduction of the 'traditional nuclear family'. On the one hand they have 
produced the dependence and domesticity of women, and on the other, they 
have excluded or rather constituted as abnormal, households which do not 
fit the 'nuclear family' model, which comprises, single parents, single 
women, extended families, shared households. Households with dependent 
children are seen as fitting into the 'priority need' category, but housing 
provision rarely reaches beyond this point. Many of the households which 
do not fit this normative model are headed by women: in Australia, in 1987, 
88% of single parents are women; 40% of public housing waiting lists are 
single women with children; in the private sector women face 
discrimination in access, high costs, and insecurity of tenure.(O'Neill 1987) 
The 'normalizing' mechanisms become explicit in the notion of 
'intentional homelessness', suggesting that homeless people choose a 
lifestyle that lacks the responsibility of having a home. It is evident in this 
how the individual is both an effect and an instrument of the 
intellegibility of 'bio-power' but also that 'everyone' is caught in· the 'eye 
of power': freedom is a necessary condition of the exercise of 
power.(Holmes 1992) 
The effect of this type of housing provision and these types of housing 
policies are most exemplary as strategies of normalisation in the 
(post)colonial contexts and in third world countries. In these situations 
cultural imperialism operates through a technology of building 
development carried 
individual developers 
these households are 
out by intersections of government programs, 
and charity organisations. A large proportion of 
'defacto' or 'dejure' women-headed households in 
which the male partner is absent, either temporarily (eg. migration or 
refugee status) or permanently (separation or death). It is estimated that 
1/3 . of the world's households are now headed by women.(Moser 1987; 14) 
The 'normalizing' strategies invested in the 'home' such as a homogeneous 
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nuclear family and a clear sexual division of labour (husband in paid work 
and wife as homemaker) construct these households as 'abnormal'. It is 
these intersecting technologies of powers exemplified in the 'housing 
crisis' that constitute women as the 'poorest of the poor everywhere'. The 
other effect of this is that in the short term it reduces the cost of power, 
housing is provided only for the 'norm'. 
CITY BEAUTIFUL 
Alongside the discursive practices of the dream home are the discursive 
practices of the ideal city. City projects articulated under the banners of 
'the beautiful city' and 'the well-functioning city' recall the old Vitruvian 
principles of architecture: firmitus, utilitus and venustus. These principles 
have historically been seen as 'objective' criteria for the designs of cities 
and buildings, but they have actually operated as spatial technologies with 
effects on the bodies of women and men. They have had very specific 
effects on the visibility/invisibility and the erasure of homeless women 
and men from the cities. Rosalyn Deutsche argues these 'principles' have 
developed into protectionist discourses: "in unison, notions of beauty and 
utility comprise :the ideological alibi for redevelopment. Under its 
protection, the conditions of everyday life for hundreds of thousands of 
residents are destroyed." (Deutsche 191988; 8) Thus. she argues, the 'beauty 
and utility' force has two effects: while the government and private bodies 
celebrate an aesthetic conservation. "the city's preservation of historic 
landmarks, architectural heterogeneity", implanting a permanence and 
continuity of tradition, under this very idea and action "patterns of 
development progressively threaten historical action, diversity and entire 
communities with elimination. "(Deutsche 1988; 9) Again, while I do not 
agree with Deutsche's emphasis on an 'ideological alibi', I find that implicit 
in this argument are the two strategies of power: the one productive and 
operating through 'desire' - to make the city beautiful; and the other a 
control and constitution of 'abnormality' and operating through exclusion 
and constraint. 
These architectural practices of 'the city beautiful' are explicit in 
Melbourne in the movement to re-establish the inner suburbs as Victorian 
enclaves within a sprawling suburban metropolis. The Victorianising 
movement has gone hand in hand with the gentrification of those suburbs, 
many of them being, if not totally, then mostly, working class suburbs, and 
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architectural traces of a number of ethnic groups. Nostalgia for 
Victoriana is a type of fashion which is legislated and instituted in 
planning and building regulations. it is a vision of the ideal city that has 
been practically and actually implemented. The movement is· reaching 
epidemic proportions, even those that are buying houses of 'other' periods 
(if indeed they can be called periods, as the term seems to be taken over by 
the Victorian period) are rehashing them in a Victorian aesthetic.22 It is 
evident then. how an aesthetic discourse is also a spatial technology of 
power. in that the other side to 'aesthetic permanence' is the 'elimination 
of community'. 
The way architectural discursive practices operate to make particular 
effects of power tolerable and acceptable is through its productive 
capacity. through its capacity to make power 'self-evident. as Deutsche 
argues, "commitment to beauty and utility present themselves as 
incontrovertible evidence of public accountability."(Deutsche 1988; 10) 
The 'city beautiful' discourses are like the 'body beautiful' discourses, 
'beauty' is made possible by the production of 'ugly'. 'dirty' and 
'undesirable' cities and bodies. The important relations though, are the 
spatial distributions in which bodies find themselves. the way that spatial 
technologies effect the location and constitution of bodies. An example of 
how surveillance functions through spatial technologies is the increasing 
'internalisation' of spaces in the cities. The model of a 'whole city in one 
building' implements a number of 'panopticans' mapping the city, 
effective in a different way to one central 'panoptican'. It is a substitution 
for previous, less· totalized systems. which left the spaces between the 
buildings as potential sites for resistance. These 'less surveyed' spaces were 
sites for other social life forms, other than the projected 'norm'. 'The whole 
city in one building' projects, like their eighteenth and nineteenth 
century counterparts, enable increasing levels of control and surveillance 
through electronic technologies. Measures of 'undesirability' are more 
severe and all 'undesirable' bodies are excluded from these (post) urban 
spaces, because they would not venture in them. 
22 Questions about conservation are becoming pertinent. The inner suburbs 
supposedly contrast what is going on in the centre, with the en masse gutting of 
Collins street and the total annihilation of Little Collins street. However, the 
recreation of Victoriana suburbs is of the same sort of veneer as the facades left 
remaining on the city buildings. The question left begging 'what is actually being 
conserved '? 
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BODIES IN PAIN 
My argument will shift towards an interrogation of the discourse on 
women's homelessness. 
Women's homelessness has been described as a 'hidden' and 'invisible' 
form of homeless ness that is not catered for by the discourse on 'normal' 
homeless ness which is largely an account of men's homelessness. Sophie 
Watson argues, "homelessness, particularly single homelessness, is seen as 
a male problem, the image of the male tramp on the park bench, the zipless 
torn trousers, the lace-less shoes is the dominant one. Women's 
homelessness takes different forms and finds different 'solutions' and is 
thus hidden. Notions of psychiatry, immorality, deviance, are more often 
found."(Watson 1988; 141) The divisions between home and the city 
operating as spatial technologies of powers effect differences between 
women's and men's bodies, and constitute woman's body through the 
spatial practices within and about the home, as homemaker. Women as the 
targets of dom~stic violence within the home reveals the differential 
power between women and men, and that such a differential can 
transform the same dwelling space into a 'haven' or a 'castle' for the man, 
and a 'prison' or 'torture chamber' for the woman. However, the sanctity 
and privacy of marriage and the home are enshrined, and domestic 
violence has been the 'secret' substantial part of power which must be 
masked in order for it to be tolerable. It is masked through the deployment 
of sexuality. Historically, woman and women have been excluded from the 
city, and the Victorian precedent advocated that no decent woman should 
be out in the city streets, had the effect of rendering the body of woman 
again as the target of 'man's desire', 'she becomes every urban man's 
property'.(Hayden 1981) I want to now explore these layers of the spaces of 
home, the spaces of the city and the body of woman, as a way of locating 
some of the inscriptions, incisions, constraints, some of the powers and 
their effects, that constitute the bodies of homeless women. 
My hypothesis is that any daughter is potentially a homeless single woman 
in the architectonics of the ideal/dream. Between patriarchy, the object-
status of woman, the feminization of the home space, and the 'virility' of 
the city, the figure of the daughter does not disappear into the folds of 
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architectural decoration, but into 'a violent shuttling'23 between spaces 
and subjectivities. Her body is a displaced materiality of discursive 
practices: it is the price of power.24 The problem of the daughter for 
patriarchy never goes away, her body will have to be dealt with again and 
again, it has the potential for resistance, but counter-offenSives are 
constantly reinvented and reconstituted. Homeless single women are 
caught in an impossible space: they are expelled from the protection and 
productivity of the ideal! dream, but they are imprisoned within its spatial 
grid. The effects of these mechanisms is that the daughter's body is turned 
into "a prison house of pain" and that pain, "destroys the body while 
making it a prison, an utterly present and hostile entity."(Bal 1988; 196) 
Using interpretations of a number of literary texts which describe the 
'home' as a 'mother-house' and as a 'father-house', I will argue that both of 
these construct an 'architecture of unhomeliness' for the daughter. The 
texts include Death and Dissymmetry, by Mieke Bal, The Poetics of Space, by 
Gaston Bachelard, and "Killing Priests, Women and Children," by Jean 
Franco. The social standing of the house as father-house is through _a 
historical imprint that 'he' is the head of the household, and it is his 
property.(Wigley 1992) This is not to be confused with the inscription of 
the mother's body onto the house in which the house is rendered as a 
maternal space, that man either returns to or that man constructs other 
'houses' to substitutes for. 25 Heimlich and unheimlich are the Freudian 
terms which describe a condition of homeliness and estrangement. Freud 
states: 'Whenever a man dreams of a place or a country and says to 
himself, while he is still dreaming: "This place is familiar to me, I've been 
here before" , we may interpret the place as being his mother's genitals or 
her body. In this case too, then, the un h e i m lie h is what was once 
heimlich, familiar; the prefix, 'un' is the token of repression."(cited in Bal 
1988; 193) In this passage the mother's body becomes house - the mother-
house; the mother house figures frequently as the psycho-sexual space of 
the repressed in the male psyche. In a passage in Bachelard's text, The 
Poetics of Space, the mother-house is a signifier fo·r resistance against the 
force of nature: "The already human being in whom I had sought shelter 
for my body yielded nothing to the storm. The house clung close to me, like 
23 See Spivak 1988b; 306. 
24 See Mieke Bal (1988), arguing that the daughter is sacrificed for the unsolvable 
problems of society. 
25 This is a metaphoric operation which I argue in chapter 2. 
177 
a she-wolf. and at times. I could smell her odor penetrating maternally to 
my heart. That night she was really my mother. "(Bachelard 1964; 45) The 
mother-house emerges as a significant signifier of protection for men. 
In both fictional and historical situations of war. the mother-house has 
acted as a major institution of resistance. not only providing refuge space 
to the soldiers but becoming the site of counter-attack. Many Macedonian 
(oral) histories describe the house as a site of political meetings. and 
mothers knitting political messages into woollen socks for their sons. The 
mother-house far from being removed from the battlefield has had a 
position of a 'secret' form of resistance. of counter-attack. that has 
effectively protected her sons.2 6 
Not so for daughters. argues Mieke Ba1.27 In this metaphoric operation the 
inscription of the mother's body onto the architecture of the house implies 
that there is no (real) mother inside the house. In the three biblical stories 
interpreted by Bal· the mothers are elsewhere - one is in the field. the 
other fs under a palm tree. and the other is in a tent. There is no mother 
inside the house to protect her daughter. The mother's displacement means 
that they do not have a place in the socio-architectural space occupied by 
the father-house. they are displaced from patriarchal productions. Without 
the mother inside the house. the house becomes un h e i m Ii c h for the 
daughter. there is danger outside but there is no safety inside the house 
either. The father-house is an architecture of unhomeliness for the 
daughter that is both trapped and expelled from it. 
The extensive research carried out by Sophie Watson and Helen 
Austerberry on single homeless women in London demonstrates how 
potential homelessness operates as a material force. The 
home/homelessnessqivision did not simply fit with a division between 
having or not having accommodation. Even if a woman considered her 
present accomodation as her home. she may also have considered herself 
as 'homeless'. Likewise. if a woman did not· consider her present 
accomodation her home. she did not necessarily see herself as homeless. 
Watson and Austerberry have problematised the home/homelessness 
discourse. suggesting that rather than this binary division. their should be 
26 Nadezda Lozanovska. conversation 1987. 
27 See chapter six. "The architecture of unhomeliness. n in Bal 1988. 
178 
a 'continuum' of spaces: "sleeping rough, emergency direct-access hostel 
or refuge accommodation, restricted-access hostel accommodation and 
finally a conglomerate of non-institutionalized and hidden unsatisfactory 
and insecure forms of accomodation."(Watson&Austerberry 1986; 21) 
Whilst there is no safety inside the father-house, outside is a space of 
danger. The morphologies of female bodies (homeless and otherwise) are 
invisible as subjects in the city, they are excluded from the discursive 
practices of the ideal/dream, the discursive practices of architects, 
planners, developers, politicians. They are, however, utterly visible as 
objects, as sites for subjection, as targets for surveillance. The self-
watching and the sense of being watched is extensively discussed in 
feminist theory.(Pollock 1988; Mulvey 1989) Thus it is not that women's 
bodies are not visible in the city but that their space/time specifics largely 
constitute them as 'objects' of power. This is an effect of how masculinity 
and femininity is differently signified depending on whether it is lived out 
on either a male or a female body. Griselda Pollock, an art historian, 
discussing the 'spaces of modernity'puts the division between urban 
spaces like this: "a line demarcates not the end of the public/private divide 
but the frontier of the spaces of femininity. Below this line lies the realm 
of the sexualized and commodified bodies of women, where nature is ended, 
where class, capital and masculine power invade and interlock. "(Pollock 
1988; 79) I am not arguing that the home is not a sexualized space but 
inscriptions of masculinity and femininity operating in the space of the 
city have different effects on the bodies of women. 
Expelled from the protection and production of the ideal/dream, women's 
homelessness is produced as a naked space in the tension between the 
frontiers of the architectural project and their bodies in pain. To be outside 
of the protective envelope of the technologies of the city does not mean 
that the spaces of women's homelessness and these urban spatial 
technologies do not intersect. Rape, sometimes described as the 'sin of all 
great cities', is· an extreme, an excess, a violent material force that operates 
on the bodies of women. The counter-offensive to the practices of rape is 
the claim that the women, on the street, (in the city, in the train, in the 
home) are assumed to be asking for it. Single homeless women are often 
turned away from existing boarding houses or overnight hostels because 
they are seen to be the cause of disruption which comprises the men, who 
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are fighting over them.(Dixon 1/8/1987) In order to get a perspective of 
the power-apparatus of the ideal/dream from the position of homeless 
women. we have to leave language and the discourse of architecture. and 
analyse these power practices at the level of physical pain.(Bal 1988; 195) 
Her body is the site for the practice of a tenuous patriarchal power, 
physical pain is used as an instrument of power. it results in her body in 
pain. This is encapsulated in a passage by Bal: "The rape . as a 
complementary to. torture. is one way of turning the body into a house and 
conflating inside and outside. The public aspect of gang-rape enhances 
this point even more. .. The house become body. the intimate inside of the 
body become public, and the public brought into the house. only to be sent 
all over the borders of the land: this experience of utter scattering. of 
denial of wholeness. is the fate of the house-daughter fallen down, 
between spaces, between institutions. between men. We hardly need a 
Freudian perspective' for this concrete bodily image of the social conflict 
about the female body. The uncanniness is not evoked by past memories 
but by present pain."(Bal 1988;196) 
Women's homelessness is an effect of spatial technologies of ·power: it is 
centrally about the spatial distribution of bodies and how these are 
constitutive of subjectivities. Women's bodies are excluded from occupying 
space as subjects. The bodies in pain is the materiality of war, of the 
epistemic violence that acts on bodies. That these bodies exist and survive is 
a site of resistance, it suggests a struggle against the spatial technologies of 
the ideal city/dream house. It suggests a refusal to be imprisoned in the 
cell of their panopticism. The struggle is for another space. another 
architecture in which these bodies can have space. The architectonics of 
the ideal/dream is a strategy that prevents women from occupying space. 
as women; as a discursive practice of architecture it is an epistemic 
violence against women. 
In Australia it has been claimed that appropriate housing for single 
women basically does not exist.28 Participants -in the 1987 National 
Women's Housing Conference showed that there was no comprehensive 
state or federal policy on the needs of single homeless women in Australia. 
Furthermore, there has been on-going harrassment of single women's 
28 Reports from the 2nd National Women's Housing Conference, 1987. Sydney. See 
"Caught in a Lifestyle without Choice" by Kerry Robinson. 
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shelters nationally. One report states: "We have been consistently 
subjected to continual barrage of bureaucratic restrictions, and demands, 
cries of 'accountability', endless 'review assessments' and 'evaluations' as 
well as the on-going threat of defunding", and further on, "providing 
services to these women is being actively discouraged. "(Robinson 1987) 
Sophie Watson has pointed out how many in need of housing never enter 
the records: "Homeless couples without children. husbands of women 
admitted to the centre who were themselves excluded. single people, the 
elderly, and parents of children who were wards of the State who could 
find nowhere to house their families, all failed to enter the 
record."(Watson 1988; 13) It is evident then in the first situation that these 
groups are subject to technologies of surveillance, and in the second, how 
bodies are produced as the 'abnormality' and therefore do not enter the 
records. 
Thus the 'invisibility' of women's homelessness is re-enforced on a 
number of levels: it can sink into the feminine inscriptions onto the home 
(her· body is potentially a house-body); it can get lost in the bureaucratic 
loopholes about housing priority needs groups (nuclear family); it can 
wind itself into a spiral of mobility (single women); it can fall into the 
chasms of the technologies of patriarchal urban structures (women on the 
street). 
Women's homelessness as the space of utter exposure is compensated by a 
desperate and incessant mobility of women's bodies. It is the result of an 
itinerant lifestyle between 'home' places: young women seek shelter with 
friends, boyfriends, and relations.(Robinson 1987) This is known as the 
familial cycle and it is invisible to the public because it does not show up in 
official figures. The more complex mobility of homeless women is shown in 
a diagram of th~ Refuge Cycle inscribing two cycles, one within the other. 
These two cycles represent the paths travelled by homeless women. They 
are represented as circular and closed which determines a sort of 
'structural fixity' that represents the imprisonment of women's bodies. The 
familial cycle is the outer circle, and it encloses and thus hides the inner 
circle which represents the institutional and legislative cycle. The 
diagram thus inscribes the internalisation of women's homelessness. The 
invisibility of women's homelessness in the familial cycle, prevents the 
possibility of political strategy. Within it, the deployment of sexuality 
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operates to mask the extensiveness and severity of women's homelessness, 
it excludes it from discursive practices. The shift from the outer to the 
inner circle is a slip into a deeper level of homelessness. Women's 
homelessness that is located on the outer circle is linked with the chasm 
spaces of the dream home, that which is located on the inner circle is 
linked with the chasm spaces between home and city. The spatial geometry 
that would signify the plight of the women is much like the panoptic, a 
circular fortress: trapped on the narrow path of the battalion wall are the 
homeless women forced to move incessantly along its perimeter, targeted 
from both outside and inside the fortress. Homeless women are set in 
perpetual motion and this perpetual motion is an effort to escape that 
which is almost impossible to escape - a body in pain. 
I have argued that the discursive practices of the ideal city/ dream house 
have produced the bodies of homeless women, bodies which should not 
occupy space. I want to recount now the image of Beth, a biblical story that 
Bal has analysed, to demonstrate the connection between the architecture, 
the daughter, her object status, and her body in. pain: Beth ends up at the 
threshold of her father-house, her husband having to step over her, walks· 
away, leaving her fallen down at the threshold. Bal argues that object-
status has a direct spatial and physical embodiment in this image of the 
daughter fallen down at the threshold. Beth has already left her father-
house once, therefore the decision to go to the space outside is a decision to 
go to the space of danger, but a return to the father-house does not ensure 
safety, either. A parallel but different story is that of Mrs. Sadika, described 
by the journalist, Robin Dixon: Mrs. Sadika's body has become a prison 
house of pain, she can no longer distinguish pain from well-being, fatigue 
from rest: "She still survives out there, indefatigable. She does not even 
admit to being cold at night. "Not tired, never tired, all day I walk.'" This is 
accompanied by a regression of language, exasperated by migration, "often 
she talks emphatically . . . . "(Dixon, 1/8/1987) Again we see the image of a 
homeless woman, a body in pain driven to an incessant and aimless 
mobility. These descriptions point to the connections between power and 
language, on the one hand, and pain and the body, on the other. 
From the perspective of the ideal/dream the view of the homeless women 
and the daughter is blocked. The discursive practices of the 'beautiful city' 
and the 'functional city' produce trajectories which erase the bodies of 
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homeless women from visibility. Bal argues in her analysis of Beth's story, 
"From his perspective to hers, we have to jump over her dead body just as 
the husband stepped over her/it; we have to jump from the unconscious 
fears that the dreamlike fantasy of the episode suggests to the social reality 
in which the representation of her takes· place. Access to her perspective 
is blocked by her objectification, her silencing. her object status." (Bal 
1988; 194) The daughter's spatial dilemma, that there is no safety for her 
either inside or outside, within the existing architectural geometry, is a 
way of denying her a subject-status. It is a denial of the daughter's 
autonomy. 
My argument has been that women's homelessness is a cost of present 
strategies of power, and that as Foucault argues "in reality power is only 
exercised at a cost. "(Foucault 1980; 155) I think that these present forms of 
power, like their predecessors, involve 'a great expenditure of violence'. 
Although not the same sort of revolts and riots of the past, women's 
homelessness do present the modern forms of bio-power with a problem, a 
problem about shelter, welfare, displacement. Clearly, bio-power is not 
functioning to manage life and administer bodies, adequately. Women's 
homelessness is not the same sort of 'image' of 'abnormality' as men's 
homelessness. Women's homelessness is thus a frontier between, on the 
one hand, spaces and bodies which are undefined and different, and on the 
other, architectural spaces of power and subjectivities. Women's bodies are 
the physical sites of a meeting between a number of forces. If 
homelessness is the limit to architectural discourses, then the disjuncture 
meets as an inscription and an incision on he r physical body. The physical 
body is the connector, the target, and it connects these disparate forces 
through physical pain. From her perspective she cannot occupy the 
architecture of the ide a 1/ d rea m, this architecture is therefore 
disfunctional and violent for her. Moreover, power which is reproduced 
through phallocentric economies, reconstructs the sam e spaces within 
which women have to live as derelict, in exile and homeless; these spaces 
are utterly unhomely and unsafe for women. 
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ilIustrl'tion 3 
Rice advertisment: Calrose Sunwhitc Rice. Channel 9, Melbourne. 
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chapter 4 
ABJECTION: The Migrant House III Multicultural Australia. 
Preamble 
This preamble is me z e 1, a taste of the state of multiculturalism in Australia 
in its popular reconstitution as a form of nationalism, which is reproduced 
via the dominant information apparatus - television. More specifically it is 
a taste of how a discourse of architectural monuments is entangled with the 
consumption of rice. My thesis is that multiculturalism is only digestible as 
a food, but food is only digestible as 'exotic tourism', multiculturalism and 
architecture are doubly displaced. 
[see illustration 3] 
From an architectural position I am impressed with the fluid relationship 
between food and form as the moving image on the screen demonstrates 
that an ordinary bowl of rice can trans-form . into a solid geometric cultural 
monument - (From an old English rice pudding) Big Ben, (To Manhattan meat balls) 
Manhattan, (To an Indian Curry) Taj Mahal, (To an Italian Risotto) Leaning Tower 
of Pis a - and with each transformation it returns back again into the 
ordinary steaming bowl of rice. The narration implicates an Australia who 
consumes food from many different cultures: Most Versatile Rice. The Best 
Under the Australian Sun. Calrose Sunwhite. Leaving aside the instantaneousness 
of the transformation, I am more curious about two other effects of the 
moving image: the cultural significance of a transformation between food 
and monument within a 'multicultural' Australia; and the strangely mythic 
dimension as the images hang precariously between the ginger bread 
house and a deconstructionist architecture as an architecture that defies its 
necessity for a 'ground'. I had watched this advertisement many times 
before (around 11.00 pm, channel 9, Tuesday nights), always seduced by the 
technological feat of making a bowl of rice into a solid monument - is it 
glued, is it boiled sticky rice, is it polystyrene reproduced to look like rice. 
This pursuit to find the technological tmth was only temporary, it lasted the 
length of the advertisement, I was just . happy to be entertained in such a 
clever way. However one night, as I was watching the ad, (and writing this 
chapter) I was . struck in that piercing kind of way and my seduction started 
to take on a horrifying sort of turn; as it happens with abjection, my 
stomach turned. 
Meze is a Macedonian ritual and word for hors d'oeuvres, or antipasto, which are 
other untranslatable words and cultural practices. 
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A thousand questions presented themselves, simple questions necessary for 
the postcolonial female theorist - what was I being fed - a humble dish of 
rice, a third world food in the form of a 'postcard' monument? Which 
nimble fingers, migrant or third world worked these tiny grains into a 
sculpture (I was reminded of those single grain carvings done by Chinese 
artists)? These monuments spanned the globe, producing a geographic 
planar equality, but what had this to do with multiculturalism in Australia? 
Why was the rice, and therefore the monuments, white? What sort of 
hegemonic, chromatic2 nationalism was this advoca.ting? What sort of 
attack was it on the 'yellow' race that is perceived globally as the 
origin/consumer of 'white' rice? How would brown rice have been 
appropriated by advertising, or by the different cultural/class groups? 
How was I seduced? Monuments, sublime objects, architectural sublime 
objects; a complicity between technology, and aesthetics (governed by the 
primacy of visuality) and advertising (a major exponent of late capitalist 
power apparatus). I was fed image and form, instead of food. Layering of 
digestibility and trans-formations - multiculturalism is digestible only as a 
'food'; rice is digestible if it appropriated by a 'postcard' aesthetic.· This 
advertisement was definitely not only about eating rice. It was also about 
the visual consumption of nationalism, the consumption of· an It All 
Australian Calrose White Rice." But more dangerous was the underlying 
primacy of 'visuality' instituted against the possibility of a . 'speaking' 
multiculturalism, that is against the most threatening productive dimension 
of the tongue - speaking. While making reference to the tasting tongue, the 
tongue that consumes, no reference was made to the speaking tongue: 
different languages, different words. Production of a speaking 
multiculturalism, was disavowed from the start. The transformation from 
the food to the monument was a method by which the hegemonic culture 
constructs its own version of multiculturalism, not a heterogeneous and 
irreducible version that is in multiple pl~y on the ground but a glamorous 
postcard version that homogenises and that is controlled in the perverse 
mode of technology controlling nimble fingers. The effect is that speaking 
about migration, multiculturalism, ethnicity (in ways which constitute 
cultural difference) is disavowed. But that it is nonetheless threatening. 
2 See Spivak's use of this word, 1990; 62. 
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And whose desire is this? Out of the rice grains heaped in a bowl, signifier 
of a maternal-feminine - food, formless - rise solid vertical monuments. The 
conversion of food into monument is a metaphor for that other 'original' 
metaphorization which is necessary to make the journey from the 
unintelligible formless space of the maternal into a symbolic mediated by 
the phallus. 
In this chapter I will discuss the dual role that the migrant house and the 
migrant 'enclave', as spatial zones, play: i) in deconstructing a persistent 
and mythic yet very problematic hegemonic culture in Australia, and ii) in 
the (de)construction of a (provisional) identity for the migrant. My 
argument is sited at the potent, unsettling and blurred zones between 
spatiality and theories of subjectivity which have a particular emphasis on 
1 angu age. Language is established as that which constitutes the speaking 
social being, especially in the Lacanian schema in which the human 
subject comes into being not so much by acquiring language but through 
insertion into an already existing order of language and the law: the 
symbolic order.(Grosz 1989; Gallop 1985) Spatiality on the other hand is not 
something that is established within discursive practices in ways that 
articulate a horizon for meanings and effects and yet it is used as an 
'assumed' term extensively in recent discussions across disciplines. There is 
much ambiguity and blurring of the boundaries around the issue of 
spatiality - if for example it is related to the space in and of the body, where 
is its limit? The body as a bounded and finite entity is a concept which has 
been thoroughly interrogated. 3 The idea that the subject is fixed and 
occupies a centralized position in space is no longer tenable - space no 
longer serves a subject in this way. My focus in this chapter on the migrant 
house will be touching on the essential relationship between spatiality and 
subjectivity via its specific effects on language. Because I will be looking at 
a literal situation in which an adult is inserted into a pre-existing order of 
language some significant questions surface about the spatial methods by 
which different subjectivities are produced, and their· effects on the 
existing order of language. My argument is that spatiality is not inert, 
passive or merely 'mental space' that can be (linguistically) codified and 
decodified; nor is it merely 'opaque space' that can be measured empirically. 
3 As I have noted throughout the thesis, I have used some theorists who have been 
concerned with the concept of the body including Michel Foucault, Moira Gatens, 
Elizabeth Grosz, Luce Irigaray. 
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It has properties of fluids which blur boundaries but it is also a condition 
for the becoming of subjectivity.4 The speculative aspect of my argument is 
that there is more to space, to spatiality than a linguistic appropriation, and 
therefore there is more to the relations between spatiality and language in 
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the construction of the subject as a social and speaking being and as a 
spatially embodied being. 
My specific exploration of the relations between spatiality and language 
involve a particular positioning in relation to the 'death of the humanist 
subject' in which the (non)identity of the (sexed) migrant has always 
already not occupied that central position.5 
In chapter Three I have set up a general formulation - Utopia-Real-Other 
as a gesture towards analysing the spaces of women's homelessness and 
women's refuge, in this chapter the same formulation is one possible 
context for the tracing of some specific spaces of migration. The city is a 
significant vision for the becoming of a male migrant, late capitalist forces 
structure his desires for the city _differently to that of the bourgeois subject 
of the first world and differently from a female migr-anL In A Seventh Ma,,:, 
John Berger's descriptions suggest the layerings of the image of the city 
with the spoken word: 
Everyday he hears about the metropolis. The name of the city 
changes. It is all cities, overlaying one another and becoming a city 
that exists nowhere but which continually transmits promises. 
(Berger 1989; 23) 
Envisaged. the future about to begin is a wall, not a space: a wall not 
unlike the wall of an ancient city, except that its surface is not time-
honoured and hand cut but time-defying and like the surface of a 
television screen behind which random images appear,yet which. 
4 Henri Lefebvre (1991) points to the inadequacies of the dominant reductive 
theorisations of space: space as either 'mental' space or 'opaque' space. Irigaray's essay 
on "The "Mechanics" of Fluids,"(1985b; 108) is an incisive account of the complicit 
relations between rationality, form and a mechanics of solids. In this economy "woman" 
serves as a "geometric prop" and/or excessive "congealed intervals;" fluidity and her 
becoming are impossible. 
5 This is a favourite theme amongst 'deconstructionist architects' who have been 
critiqued for merely appropriating Derrida's work as a theory which is 'transliterated' 
in a formal compositional sense - a 'deconstructed' construction of architecture? See 
chapter Two, "Death of one: the poststructuralist moment" for a discussion of the 'death 
drives' . 
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when empty, is an opaque cloud that nothing can penetrate.(Berger 
1989; 60) 
These descriptions suggest modes of the structuration of the drive to leave, 
to become a migrant - notions of Utopia (the ideal city and the dream house, 
the ide a II d ream ) are constructed through stories, through fabrications by 
those that return, through a strange mixture between the experience of 
journey in space and its narration in language. Western cities are 
reinterpreted, translated and sublimated in the language of the migrant. 
The distinction between a wall and a space is a significant site for the 
exploration of the relation between architecture and subjectivity. Berger's 
distinction suggests a transformation of the historical construct of a 'wall' 
as a physical configuration into something that is mediated by technology, 
into a screen, that is equally impenetrable. My study does not tackle 
technology as such, rather, at the very site of the 'wall' as an architectural 
configuration, at the very 'wall' constructed by the migrant, the issue of 
(im)penetration is at the least not stable. At the very site which is intended 
as a frontier, psychic effects of the wall produce a convolution_ of .s·pace, 
space is turned inside out. External walls constitute an architectural excess, 
an aesthetic-pyschic effect, in which 'fixed' subjects turn in on themselves, 
and others produce temporary provisional limits. 
My formulation, utopia-real-other, is intended as a spatial thread that is 
woven in with the linguistic studies of the "quite other," or as Derrida 
names it, the tout-autre. 6 The study of the effects of the migrant house onto 
"fixed" subjectivities is an exposure of an internal tout-autre, and the study 
of the effects on the migrant is an elaboration of the impossibility of 
6 In the second part of her seminal paper "Can the Subaltern Speak?" Gayatri 
Chakravorty Spivak makes reference to Derrida's schema, self-other-tout-autre, as a 
possible generative point for approaching the subaltern for two reasons: firstly, he 
locates the tendency to constitute the Other as marginal as a European problem, a 
problem that is enclosed in the "blank part of the text" in which the denial of 
representation renders the other invisible; and secondly, his inscription of the tout-
autre (the 'quite-other' as opposed to the self-consolidating other), of "rendering 
de lirious that interior voice that is the voice of the other in us"(Derrida cited in 
Spivak, 1988b; 294) is an inclusion that prevents the Other from disappearing within 
the transparency of the (European) subject. In the itinerary of Spivak's task, to speak 
to the subaltern (rather than listen to or speak for) Derrida's schema is useful because 
it writes the b I an k part of the text, which though blank is still in the text. In 
acknowledging a possible internal dialogue within the decentred (European) subject it 
is a schema in which the question of the impossibility of other more radical external 
dialogues are kept alive. See also a recent book by Julia Kristeva, Strangers to 
Ourselves, which explores racism and the other. 
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external dialogue but one that has to be kept alive. Utopia-real-other is 
formulated with a specific interest in spatiality and thus may tum out to 
have effects that are quite different to the linguistic schema of the other. 
Spivak's statement "to ignore the subaltern today is. willy-nilly. to continue 
the imperialist project"(Spivak 1988b; 298) is a direct critique of the 
negation of representational processes within some poststructuralist 
po s i ti on s 7. It is a critique against the claim that 'the oppressed can speak 
for themselves'. in which she argues that a first world intellectual 
masquerading as absent non-representor may disguise in this transparency 
a complicity with the investigating subject. and thus reconstitute the 
mechanics of the coloniser. In writing about the migrant in multicultural 
Australia these parameters of the (European) sovereign subject and the 
subaltern are differently constructed. Australia has a complicated relation 
to contemporary post-colonial studies. Its historical narratives as a colony 
of the British empire and as an industrially advanced nation that have put 
into practice extensive migration policies have conflictual and 
contradictory effects. Unlike Canada to which it is -most -similar as a colony. 
Austra.lh('s -institutional discourse is monolingual - English - a language 
which has itself a difficult relationship to that of sovereign languages of 
the continent. namely. 
'labouring migrants'S 
England and Europe 
French and German. This dilemma combined with 
from Europe has constructed a division between 
as the possible origin for culture in Australia. 
Frequently to say you are a migrant from Europe. 'a European'. is to identify 
with a marginal group. Whilst there is a complex network of forces 
(America is thrown in there too) the hegemonic culture in Australia is 
mediated firstly by England. and only as a second level of colonisation. by 
Europe. The southern European migrant (and specifically the migrant from 
Macedonia) is a particular subaltern within the diaspora of Australia, and it 
is his/her specific stereotyping that I will be attempting to expos~ and 
disrupt in this paper. 
7 Her crItique is specifically of Michel Foucault and Gilles Deleuze; I do not feel 
in a posltIOn to asses her critique in this work, but I think that her argument of not 
expecting the oppressed to speak for themselves is valid and it is this problem that 
interests me. 
8 This is an awkward term to describe the migrant who is 'invited' into the 
country for his/her capacity to labour, i.e. manual work. 
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The White Australian Policy governed the entire period between federation, 
1901 and the Whitlam government, 1972, a policy that monitored non-
British immigration to Australia. Australian politicians devised a 
programme by which people were selected for their particular capacity to 
assimilate and yet the Australian population was assured that the migrants 
would only fill gaps in the economic system that they (the real Australians) 
did not want. It was explicitly a racially exclusionist policy, specifically 
aimed against Asian migrants.9 It aimed for total assimilation. Of the 
potential European migrants it differentiated between northern and 
southern Europeans, with preferences for Nordic, Aryan types, "blue-eyed 
and fair skinned," the southern Europeans were considered the least 
racially desirable.(Kunek 1993; 93) These policies enforced a construction of 
Australia as a nation with clearly established British origins and a unified 
cultural frontier of an Anglo-Celtic combination.(Gunew 1988b) As one 
historical text points out, the paradox of Australia's extensive immigration 
policies, policies that produced one of the world's most ethnically diverse 
country, is that it did so by advocating the superiority of British culture 
through "both its exclusionist and assimilationist facets [it] was a racist 
celebration of the superiority of British culture - -and- institutions." (Cast1e~ et 
al. 1988; 50) Only once the northern European sources (middle class 
refugees) were no longer available (due to economic growth in those 
countries) did Australia introduce policies that targeted "unskilled" 
migrants from southern Europe. Whilst these migrants were not 'actually' 
"unskilled" this label enabled them to be used for factory fodder, as well as 
to be seen as an homogenised group from a peasant background. These 
migrants arrived in the postwar period of the 1950s, but the policies 
extended their geographical area by the mid 1960s when the Australian 
economy once agaiIl improved, and the place of the migrant was already 
outlined: 
the introduction of the migrant worker at the bottom of the ladder 
often meant promotion or upgrading for Australian workers and 
relieved them of the necessity to seek employment in remote areas of 
an arduous character.(Arthur Monk, secretary of the ACTU, cited in 
Castles et al. 1988; 54) 
9 For further analysis of the "Asian" aspect of these policies, see, Castles et al., 
eds (1988) Mistaken Identity , chapters 3, 'Assimilation to Integration 1972-1987' and 
chapter 4, 'The Construction of Ethnicity 1972-1987'. 
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Whilst as an overt policy, assimilation could no longer sustain its original 
rationale. superiority of "British" derived culture continues to structure 
Australian culture. institutions, professional networks, and national 
identity, to the present day. 
While to ignore the 'subaltern/migrant' 1 0 continues the imperialist project, 
to not ignore the subaltern entails its own problematics about theorising 
difference and ethnicity. The problematic of representation is taken up in a 
conversation between Gayatri Chakravorty Spivak and Sneja Gunew, two 
leading theorists of culture: 
SGltI think that one forgets when one speaks within very obviously 
privileged academic contexts about, say, immigrant groups within 
Australia, that one is very much in danger of homogenizing, and of 
misrepresenting. . . It 
GCSltI don't think. really, that we will solve the problem today ... I 
think it has to be kept alive as a problem. It is not a solution. the 
idea of the disenfranchised speaking for themselves 
Spivak in Spivak 1990; 63) 
." (Gunew and 
Unlike the architectural discourses, in the discourses of Australian 
literature and writing there has been at least extensive criticism in which 
the issues of migrant and ethnicity surface. Gunew distinguishes the 
"homogenization which is imposed upon them by those who position 
themselves outside multiculturalism,"{Gunew 1992b; 43) with the personal 
problematic of representation. Referring to the term 'migrant writing' used 
in the Penguin New Literary History of Australia, Gunew explains that the 
only acceptable mode in which the subaltern can speak is as an enforced 
unified voice, an homogeneity is always already implied in the construction 
that the only possibility for a subaltern speaking position is as a unified 
'authentic' migrant voice. The term 'migrant' is itself a construction which 
perpetuates both a homogenization and a negative marginal identity which 
can only be made positive through a collective position. In so many texts on 
1 0 Whilst I am borrowing from Spivak's paper, "Can the Subaltern Speak," clearly 
there are distinctions between her deployment of the term. 'subaltern' and the term, 
'migrant'. For one the migrant is not a colonized person, and in this strict sense only 
an Aboriginal may be considered a 'subaltern'. I do not think that the term subaltern is 
necessarily so strict, for example, it may be an apt term for migrants from India, after 
colonization. In its most general sense it is a term for a marginal group who do not have 
the privilege of self-representation. Thus while there are distinctions between 
'subaltern' and 'migrant' there are also profound overlaps. 
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the possible speaking positions for the subaltern a constant vigilance, a 
constant appropriation of possible heterogeneity, a constant reproduction 
of the other as homogeneous and marginal is at work, on the part of the 
(western/Anglo-Celtic) subject. Why? What would the recognition of 
differences amongst the marginal entail? What effect would the 
recognition of differences that are not necessarily to do with migration, but 
more to do with cultural differences, have? This constant 'watching out' for 
the continuing construction of the subaltern belies a sense of threat, of 
danger, of power: "Studies on "Australian literature do not generally 
entertain the idea of 'migrant writing' as a dangerous supplement (in 
Derrida's sense) that redefines the whole domain. Perhaps they do not 
entertain it precisely because it has that potential power. "(Gunew 1992b; 
43) 
The migrant house as an object of study entails two levels of theorising the 
margins. The one that· is being discussed above is within a knowledge-
discourse on culture and literature, discourses in which 'theorisation' 
cov~r:s over_ the absence of "migrant." The other is in relation to (he 
existing discourse of architecture '~ in which the only legitimate mode to 
discuss the 'migrant house' might be as an individual house designed by an 
(non-migrant and non-female) architect, a house in which perhaps the 
architectural style is a pastiche of 'ethnic' fragments. The particular 
mechanism by which architectural discourses are reproduced in· Australia 
(and elsewhere) involves intersections between an elite "old school 
network," 11 a right wing mechanism verging on an oligarchy; a recent 
history of disgust towards anything that has a trace of the word 
"social/political;" a much longer history of avoiding any possibility of 
intellectual labour which has led to an attitude towards "critical theory" 
that is undeniably suspicious, if not completely dismissive. 12 Thus the issue 
of the "migrant house" has not entered this discourse even as a tokenistic 
measure, the most attention it gets is a description of its "repulsive" 
aesthetics which is frequently repeated as a 'sleight of hand', to do away 
with it once and for all (until the same words are spilled in disgust again). 
The migrant house which is the focus of this chapter is the house built by 
first generation migrants of southern European descent who migrated in 
1 1 Next to Britain, Melbourne has one of the strongest 'private' school networks. 
12 This is now 'balanced' by an intense absorption of "theory" fast becoming the in 
vogue discourse, which has resulted in architects demonstrating that they can absorb 
and appropriate and reproduce "theory" faster than any other "intellectual" group. 
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the mid 1960s. This is typically the definitive implication of 'the migrant' 
and my task here is to explore the stereotypical in a way that opens 
possibilities for an eruption of a tout autre. The houses were generally built 
in the mid 1970s to early 1980s, in the period when the 'migrants' had 
moved into the 'lower middle working classes' in an economic sense, given 
that the notion of 'class' is problematic when culture and ethnicity are 
forces which also structure status and identity. When the initial post war 
policies were introduced the intention, as exposed in Mistaken Identities, 
was that migrants would fill gaps rather than contest space - clearly then 
the construction of these houses and 'enclaves' constitutes some sort of 
territorial claim that not only contests such an intention but that is a 
constant threat to Australia's (in)ability, as a nation, to deal with cultural 
difference. 
The title of this paper comprises two incongruous and problematic terms 
"migrant" and "multiculturalism." I have already dealt with the dilemma 
about the term "migrant" in terms of authenticity. It is important to note 
that the status as "migrant" is officially temporary, its endurance as a_ label 
is a way of perpetuating the host/guest inequality of residents in Australia. 
Gunew distinguishes between two types of multiculturalism: "a system of 
government policies designed to manage cultural diversity, and 
multiculturalism insofar as it arises from the desires of various 
communities and individuals who feel excluded by the discourses and 
practices surrounding Australian nationalism."(Gunew 1993; 2) In the 
policy definition, multiculturalism is advocated as 'cultural diversity' which 
serves to eclipse both unequal power relations and the challenge to a 
homogeneous national culture. These are concerns that would be better 
addressed through postcolonial theories about cultural difference and 
incommensurability.(Gunew 1992a; 28) Histories of migration and histories 
of multiculturalism are not the same, continuing attempts to conflate the 
two terms is a way of reducing the social condition of multiculturalism to a 
temporary status, implying that the real desire is to move "beyond" 
multiculturalism. My title is a play on binary divisions 
temporary/permanent, migrant/resident, migration/multiculturalism, as 
an initial proliferation of difference, cultural difference is not reducible to 
binary structures. 
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The question of positionality is discussed repeatedly as a concern for 
theorising the margins. Whilst there have been arguments against 
poststructuralist -and postmodern theories in terms of an assumed 'apolitical' 
stance,13 Gunew outlines that postmodernism's definition of itself as 
provisional and positional might be seen as homologous with the 
provisional and fragile identity construction by those positioned in 
minorities: minorities seem always to have been within the condition of 
postmodernism. The question of politics and identity is argued by Judith 
Butler: "The deconstruction of identity is not the deconstruction of politics; 
rather it establishes as political the very terms through which identity is 
articulated. "(Judith Butler 1990; 17, cited in Gunew 1993; 11) The issue is 
however a complicated one as a number of forces intersect an 
(non)identity within postmodern definitions does not constitute re-
presentation within the production of literature on postmodernism as an 
intellectual movement, as pointed out by Meaghan Morris, in her 
introduction of The Pirates Fiancee, stating that recent bibliographies of 
"postmodernism" exclude names that do not fit the old formula of 'white. 
westerri, male. middle class, Eurocentric'. Thus, as Gunew argues. "the 
conditions under which one enters the margins are crucial and change the 
terms of debate."(Gunew 1992b; 43) 
There are two responses that might suggest my position. The first one is 
already recorded in chapter One - an image of a very proper female 
sculptor chipping away at a mammoth rock which is a statue of a senator. 
This image represents my position as 'woman' in relation to the 
ideal/dream. The second response uses Spivak's reply to Gunew's question 
about the way in which the aut hen tic migrant voice comes to us 
constructed by hegemonic voices: 
Subordinate people use this also; and we are not without a sense of 
. irony.: we use it. I talk a lot, right? And when I get very excited I 
interrupt people; and I am making a joke. but in fact it is never 
perceived as a joke unless I tell them. I will quite often say, "You 
know, in my culture it shows interest and respect if someone 
interrupts": and immediately there are these very pious faces. and 
people allow me to interrupt. It is not as if we don't perceive the 
homogenization; we exploit it, why not? (Spivak 1990; 61) 
13 See Linda Hutcheon 1989, The Politics of Postmode'rnism. 
illustration 4. ,Eagles adorning gate; object/abject. 
illustration 5. Lions adorning gate; object/abject. 
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This response is a gesture of my 'ethnic' position in relation to feminism as 
it is constituted within Australian institutions and culture, as well as in 
relation to the 'nationalising' discourses in cultural studies and the 
'universal ising' discourses in architecture. 
This paper is just that - an interruption - an interruption in the academic 
discourses about a stereotypical image of a migrant house. 
PECALBARI PUSTINA 
[see illustrations 4 & 5] 
Eagles and lions are mythical and masculine symbols of war and defence. 
The hegemonic culture recognises migrant houses by these mythical 
creatures which guard the gateways and sometimes the site perimeter of the 
migrant territory. The migrant houses are perceived as big and labelled 
'Mediterranean Palaces' by the hegemonic culture, although in actual size 
they are not half as big as the houses built by the elite on the other side of 
the river. I4 Eagles and lions adorn the gateways of the big migrant houses 
in a masculine gesture to fend off the enemy. But war against whom? 
Protecting what? What drives this extreme division between interior and 
exterior - this 'wall of war' architecture? 
Migration is a movement across geographical boundaries but it is also a 
movement from one symbolic order, one paternal language and law, to 
another. It entails the loss of the original symbolic and the insertion into a 
new symbolic order. I5 Rather than merely a movement across a map the 
spatial metaphor might be a "falling off the map," a journey in which the 
migrant is left with an empty space where that other imaginary identity 
might have been: 
We were so big there and could do everything. When you have lots 
you know it. Lucky and lucky and money. My father was the tallest 
man in the world. Here we were nothing. There vet in the district 
14 Melbourne is divided in a geographic-mythical tracing by the river - Yarra -
east and south of the river is thought as elite, both established and entrepreneurial; 
north and west is reproduced as the 'labour heartland'. 
15 In another sense the original symbolic was already made into a condition of 
marginality; Berger explains it as a process of being made underdeveloped. It may be 
that in the process of decentering, Europe sacrificed and made into the 'other' its own 
blurred edges - the Mediterranean, the Eastern Block and the Balkans. The more recent 
recentering processes of the European Community are redrawing the borders once 
again. 
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and respect. The head of the returned soldiers and medals. Here 
washed floors in the serum laboratory. Shrinking man. I grow 
smaller everyday. The world gets too big for me. We were too small 
for this big country. . . . 
Ania Walwicz (Melbourne poet cited in Gunew 1988a).16 
The question of maps is essential to the establishment of a place. according 
to Michel de Certeau, something that I discuss at length in the following 
chapter. Whilst maps are constituted through technics of space, these 
intersect with strategies of language: Hoddle Street, King, William, Queen, 
Elizabeth, Streets in Melbourne are references to the cultural and historical 
'origins' of Melbourne. Melbourne is a city that is recognised for its 
relentless 'grid', it is as though a net was simply thrown over the land, but 
the lines of this net are named, and these establish English as the language 
of a pre-existing symbolic order into which the migrant is inserted. Maps 
are territorialisation of space through forces of language as well as 
technics of space. 1 7 On another level a line inscribed on the global map, 
connecting the old country with the new country is a trace of a journey 
- that never ends. That it never ends is figured by the symbolic of the airport 
for the migrant thereafter, the 'ritual' of waiting for arrivals and 
departures of the many members of family and friends. Its· geometric 
linearity as a superimposition over a Cartesian mapping of the globe denies 
the temp 0 r a I journey that migration as movement entails and yet it is a 
remainder of the migrant's utopian gesture - to migrate, to go to the city. 
Marginalised groups are far less likely to mistaken themselves for the 
'universal man', migrants already have the sense that they are 'fragmented' 
or not 'fixed'.(Gunew 1992b; 45) Men are emasculated: images of the male 
migrant in John Berger's The Seventh Man, exposes a mechanism by which 
the male migrant's body is subjected to a scientific gaze, the. migrant's body 
16 I do not quote Ania Walwics because her 'experience' is an authentic migrant 
experience, that ~he represents the stereotypical migrant that· is my object here, but as 
a fragment of literature whose meaning is not transparent. 
1 7 A speculative point is the different mechanisms of colonization: British India 
was a colony in which a totalistic rebuilding of cities went hand in hand with a 
totalistic programme in which English became the national language. The occupation of 
Macedonia by the Ottoman Empire which lasted 500 years was not a colonization of that 
sort. more an occupation - the Macedonian people were not forced to learn Turkish, nor 
were the cities rebuilt. Nonetheless. the Macedonian language comprises a substantial 
"Turkish" component. Whilst there was not such a totalistic and radical substitution of 
culture. cultural production was diminished substantially. 
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is produced within a global economy of technological development and 
undeverlopment.(Berger 1975; 45-52) He exchanges his body for the chance 
of economic existence. it is a gamble. Not only his body. his loss of the 
'phallus' is signified in the gaze at his penis by a woman in a white 
laboratory coat: crossing geographic boundaries in the journey of the male 
migrant involves cross-dressings of gender. women are dressed as men and 
migrant men's masculinity is undressed. it is exposed. The line inscribed 
onto the global map is a mechanism of representation in which the world is 
already mapped. an "encasing garment" is already thrown over the world. it 
is veiled and covered over.(Irigaray 1993; 121) Spatiality is constituted in 
the surface of this veil. and as a projection onto it. spatiality is compressed 
into a line. The line is an erasure of the journey through different spaces -
offices. hospitals. railway stations. dormitory housing. ghetto suburbs. 
factories. town halls - the travel story is always afready screened. But the 
line is also a scar on the uniformity of the global net. it is sewn uP. it is a 
trace of a split, a cut. In the line between the language of the symbolic 
order that one enters and the old language. the phallus as symbolic power is 
diminished. sewn over as though it were a wound. The. migrant is already a 
decentered subject, migration has triggered a break from the il!usory- unity 
of the self. The story of the tout-autre has already begun. every story is a 
travel story. but this one is a particular irruption of the foreigner in 
ourselves. Such a migrational movement is specifically from an 'elsewhere'. 
somewhere not on the global map. to the city. any city that is a prominent 
place on the map. 
The split subject is multilayered in terms of class. gender. ethnicity and 
race. Clearly. if you are poor. female and migrant you get it three ways. 
(Spivak 1988b; 294) If you are olive/black/yellow. you get it four ways. The 
recovering of the migrant as woman is frequently blocked by the 
construction of the migrant as 'man'. "To those who have machines. men 
are given." Berger's statement. while specifically referring to western 
European migration belies the ideological constitution of the migrant as 
male. The male migrant is foregrounded in historical constructions, 
especially, in terms of the 'man' migrating first. while women accompanied 
later. Since the advent of national policies of multiculturalism in Australia. 
ethnicity is institutionalized under organisation such as Federation of 
Ethnic Communities, which again foreground the ethnic 'man'. I would 
argue that these are measures of rationalising and controlling the 
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construction of multiculturalism and that they are in addition to the 
mechanisms that silence the subaltern woman noted by Spivak. These are 
that the subaltern woman is kept mute behind the screen of western 
feminist theoretical agendas and by the traditionalist projects for which 
Spivak has formulated the statement: "White men are saving brown women 
from brown men."(Spivak 1988b; 296) In the case of migration. the female 
as subaltern/migrant is kept mute behind different combinations of these 
three forces, depending on her specific position. 
My task here is to explore the impossible recovery of the migrant woman 
through an exploration of architectural space. In relation to Spivak's 
question then, "Can the Subaltern Speak?" my response is indirect. obtuse 
perhaps, and shifting the emphasis from boundaries of languages to 
physical walls, to architectural boundaries. What are the relations between 
architectural boundaries and the limits to language. between architectural 
frontiers and the surfacing 
of spatiality within the 
becoming of (female) 
of unspoken words? In what ways do conditions 
migrant house produce possibilities for the 
migrant subjectivities? The architecture of the 
migrant house produces frontiers and spatial conditions for an irruption of 
a decentred subjectivity on both sides, it is a dismantling of hegemonic 
hierarchies and an irruption of a poetics/politics of difference: 
Such a poetics would conceive the self not as the product of its 
different identity fr 0 m others but as constructed by multiple 
differences within and from itself It is a complex. multiple, 
layered subject with agency in the discourses and the worlds that 
constitute the referential space of his or her autobiography 
(Neuman 1992;223-225. cited in Gunew, 1993b; 11) 
My argument is a specific interpretation of the migrant house as a site of 
the abject. that which within a mechanism of rejection has the effect of 
'turning inside out' or 'transgressing frontiers'. Initially the abject is 
signified on two levels: culturally - the migrant house in relation to the 
hegemonic culture, signifies the condition of the ab j e c t; individually. the 
migrant house in relation to the migrant identity, also signifies the abject. 
These two moments of the abject are nested one within the other in a mode 
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like Barthes diagrammatic analysis of myths. 18 Do not think in any way 
that this nesting is maternal by association, rather it completely destroys 
the mythic proportions of maternal space. 1 9 In Barthes' theory of myth the 
signifier is both the final term in the linguistic system. and the first term 
of the mythical system. it is the point of a sideways shift. a spatial movement 
across linguistic structures. For the moment this can be illustrated by way 
of the image of the lions and eagles that are constructed as the gateway 
keepers of the migrant frontier. Architecturally the surface articulation or 
point of contact between the two levels of the abject is figured by the lions 
and the eagles on the site perimeter. But this point is the point of transfer 
from object to abject - the lions and eagles are no longer just ornamental 
objects, they become a sign of the migrant as neither subject nor object. 
Linguistically the shift is of a distinct difference in the vowel sound which 
surfaces in the text - '0' to 'a'. At the point at which the lions and eagles are 
constructed as the myth about migrants, their objectivity produces an effect 
best described by the spatial metaphor - 'to turn inside out'. a spatial-
psychic effect. Architectural objects - the lions and the eagles - transgress 
their own objective .boundaries .and enter a field of mythic and psychic 
signifiers. Myth in this situation is not strictly an establishment of a 
metanarrative. through an effect of architectural transgression. structures 
are destabilised rather than established. 
What do these figures signify for the migrant, and what do they signify for 
the hegemonic culture? As visible objects, do they transfer signification 
between individual and culture? Irony is at play - for the migrant these 
figures are images of power and force, images of territorialisations, of a 
frontier in and of space. Yet in the transfer into visible objects in the 
(sub)urban environment they become targets for the common gesture of 
finger pointing - a gesture of military intent in the cultural battlefield. The 
eagles and lions are reduced in size. they are cut down to a diminished size. 
In the transfer into mythic signification they become figures of the 
marginal. they signify the migrant as non-citizen. as other. Territorial 
gestures are . supposedly rendered into the migrant's incapacity to 
assimilate. At the same time though what sort of suburban environment is 
18 See Roland Barthes 1957;115. Barthes describes that myth "is a second-order 
semiological system", that it is constructed from a semiological chain that existed 
before it. Myth is a second language, in which one speaks about the first. 
19 More appropriate would be a surrogate matern(al)ity, a maternal mediated by 
technology. 
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inscribed onto the external terrain that they watch over? As figures of war 
and defence they signify that the environment is a hostile territory, they 
make visible mythic territorial divisions, distinct territorial claims surface 
in the 'normalised' suburban environment. There is indeed much 
confusion: can theses figures which are signifiers of cultural abjection for 
the hegemonic culture, also be a defensive gesture about territory for the 
migrant? They become figures of resistance, of strategy in a context of 
military manoeuvres. But the hegemonic culture disclaims the possibility of 
war - from its point of view there is no other side, there is no other. It is the 
very construction of an architectural frontier that has confronted the 
hegemonic culture with the 0 th e r. The lions and eagles become the sign for 
the a b j e c t , that is they are no longer objects within a subject/object 
bifurcation, they signify that the host/guest structure no longer holds. The 
abject though is also the limit to games of war because it is a condition 
without the possibility of strategic positions, it alters the structure of 
interaction from visibility and pointing (panoptic missiles) to utterances, 
exclamations, and as we shall see, babble and oral disgust. 
In looking at the migrant house it has been necessary to look at how the 
condition of the ab j e c t is articulated in psychoanalytic theories and in 
theories of culture. My point of departure is the work of both Julia Kristeva, 
on abjection and Mary Douglas, on 'purity and danger', specifically used to 
explore the layered and nested levels of the abject that operate through the 
bodies and houses of migrants. Though I will be cautious of slippages from 
the individual psychic being (Kristeva) to an analysis of culture (Douglas) 
my task here is to explore the relations between them and how conditions of 
the abject mediate between these. I have selected two statements from 
Douglas and Kristeva, respectively as a generative point of contiguity and 
contact between the individual subject and culture, and perhaps 
symbolically between two theorists that otherwise might be thought of as 
quite distinct: 
That which is negated is not thereby removed. The rest of life, which 
does not tidily fit the accepted categories,is still there and demands 
attention. The body as we have tried to show. provides a basic schema 
for all symbolism. There is hardly any pollution which does not have 
some primary physiological reference. As life is in the body it 
cannot be rejected outright. (Douglas 1966; 193, my italics) 
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Yet, facing the ab-ject and more specifically phobia and the splitting 
of the ego . one might ask if those articulations of negativity 
germane to the unconscious (inherited by Freud from philosophy and 
psychology) have not become inoperative. The "unconscious" contents 
remain here excluded but in a strange fashion: not radically enough 
to allow for a secure differentiation between subject and object. and 
yet clearly enough for a defensive position to be established - one 
that implies a refusal but also a sublimating elaboration. (Kristeva 
1982; 7) 
My interest in these two theorists is for the specific analysis of the migrant 
house which is constructed within an already mapped territory: spatially in 
terms of the suburban grid of Melbourne to which there is no clear end, 
and linguistically in terms not only of the names inscribed on the grid, but 
in terms of the systematic production of house ownership and the rise onto 
the platform of citizen status, the rites of passage for a migrant. 
Kristeva's and Douglas' work is an exploration of the themes of personal 
revulsion and social taboos associated with waste which demonstrate a 
response of varying degrees of horror and fear at those unidentifiable 
'matters' that transgress borders and boundaries: bodily fluids, faeces, spit, 
sperm, tears, menstrual blood, food, breast milk, urine, vomit, mucus, saliva, 
sexual fluids. Douglas constructs the body as a bounded system; she argues 
that the monitoring of its bodily orifices emphasises a 'danger' of the 
ambiguous matter that passes through in the same way as the monitoring of 
architectural exits and entries emphasises the threat of social disorder. The 
threat of disorder is constituted as a spatial confusion and a spatial 
ambiguity. Kristeva's work is a· focus on the body as a necessary 
precondition for subjectivity. The very inability to either identify these 
fluids, products, traces, as part of the body, and therefore constituting the 
'subject', or completely separate and distinct from the body , as 'objects', 
articulates in part the condition of abjection. The abject is a pre-oedipal 
phase that is identified with the feminine and the maternal20 ' as a pre-
condition fora self-contained and autonomous speaking social subject, a 
subject associated with the paternal and the phallus-governed symbolic. 
Thus, a "'proper' subjectivity and sociality are founded on the (impossible) 
20 Elizabeth Grosz states that the semlotlc, the maternal chora and the abject are 
all placed on the side of the feminine and the maternal, which is a very complicated 
zone of psychoanalytic theory, in Grosz 1989, Sexual Subversions; 78. 
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expulsion or exclusion of the improper, the unclean and the 
disorderly." (Grosz 1987; 108) Put simply abjection is a confusion of the 
division between subject and object that functions around the 
configuration of the body. What abjection puts at stake, according to 
Kristeva's profound analysis is the subject itself. But which subject? 
My argument is twofold: firstly migrants are seen "as having to negotiate a 
new symbolic in the psychoanalytic sense so that their old languages 
(within the law of the father) are repressed, or become constructed as the 
abject in the Kristevan sense. To create a clean and proper language, they 
need to suppress and expel their previous language, so that not only the 
mother but the mother tongue is denied. "(Gunew 1993b; 14) The migrant 
house is one site in which these processes of negotiation occur, processes 
which involve the task of keeping the abject at bay. Secondly, while the 
'citizen' subject dismisses the migrant house, the migrant house triggers a 
response in which the hegemonic culture is caught in a space of the abject. 
The subject is in perpetual danger of abjection signified by the migrant 
house. Both Douglas and. Kristeva claim that what is excluded can. never be 
totally removed, as in the imag.e- of the migrant houses, symbolically 
ignored whilst physically present on the borders of the architectural and 
urban environment.(Grosz 1987; 108) 
KYKA MAJKA 
Through the metaphoric and metonymic inscriptions of the mother(1and) 
onto the architecture of the house, the migrant house as a space of the 
abject becomes a precarious sort of 'projection'. This architectural 
'projection' is both sustained and maintained by the migrant whilst at the 
same time enclosing her/him. Typical of the working class, southern 
European migrant is the construction of 'big' houses that might be seen as 
metaphoric substitutes for the loss of the motherland. They are territorial 
claims that might be seen to be a spatial .excess in various ways - in scale, in 
the duration of the materials (concrete, bricks), in security marked by the 
fence and doors, in ornament (lions and eagles), in an extreme 'properness' 
marked by the control of 'nature'. The house gets bigger, it is marked by 
various architectural excesses, at the same time as her and his body 
diminishes. 
202 
The house as a mother-house figures frequently as the psycho-sexual space 
of the repressed in the (masculine) subject.21 It is represented as the 
architecture of a male fantasy, a signification of protection for the (male) 
subject. Having left the mother's body, a desire to find a home, an object, 
urges the male subject into a repression of a maternal space. Yet the 
fetishization of an object keeps the abject at bay. In this fantasy the house 
becomes the mother's body. However this fantasy. this repression is put at 
risk through migrational movements. The signification of protection 
translates into one of struggle against internal and external forces: as the 
migrant builds his own version of home/mother/land in an alien and 
hostile territory where 'mother' must be protected in order to be able to 
offer her own protection. For those who inhabit a new cultural order the 
'original' name and law of the father is delegitimised - the father no longer 
has a pre-established access to the ideal/dream. to the symbolic order. 
Migration has triggered a recognition of the impossibility of fully 
excluding those 'unconscious' elements, enabling the differentiation 
between subject and object. 
For the migrant (man and woman) mother is an architectural concept. the 
mother's body is the house. Yet this house is not able to be objectified, 
rather it creates an ambiguous space in which a strange blurred 
relationship is formed between the migrant's body and the architecture of 
the house. The migrant's own body is marked by a lack that renders it 'a 
fatigued body', 'a sick body', 'a body in need', the body whose limits are 
marked by its non-representation within the hegemonic culture. The 
house, on the other hand, is presented as the clean and proper body, in 
which architectural order prevails gateway, symmetry, front entry, 
facade, hard surfaces; solidity, mass - the house has invested in suburban 
territorialisations. To return to the question "what drives this 'wall of war' 
architecture", it is necessary to dwell on Kristeva's response: that while 
there is enough "for a defensive position to be established," migration 
entails both the crossing of geographic boundaries and the blurring of 
boundaries between subject and object. The defensive position in the 
architecture of eagles and lions and the plane of wall dividing the outside 
from the inside is an attempt to defend the home as in traditional war. Such 
attempts might be considered archaic in the face of recent terrorist attacks 
21 See Gaston Bachelard (1964), The Poetics of Space; Mieke Bal(1988) Death and 
Dissymmetry, for an elaboration of the (masculine) fantasy. 
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that know no sacred space and reveal the home to be not immune to 
destructive forces - external or internal. What does the mother inscribed 
onto a defensive architecture signify? In historical moments feminine 
spaces. such as the home. have been transformed into major institutions of 
resistance. The home has been the site of political resistance in the form of 
meeting places. hiding places. bomb factories. escape hatches. From the 
signifier of passivity and peace. 'mother' becomes a signifier of resistance. 
The image of territoriality of the kyka 22 marks a particular response in the 
hegemonic culture because it marks the limit to their homogeneity. It 
marks both the point of their (impossible) recognition of difference and 
therefore the instability of their 'host' subject position. Internally. in the 
face of the migrant house. disgust draws the 'host' subject into an abyss at 
the borders of the subject's existence. into the space of the abject. 
Ironically. the migrant in doing what s/he is meant to do - building a house 
- does not guarantee assimilation, signs of cultural difference are produced 
by and through the most 'normal' processes of building a house. And for the 
migrant. -while "fear cements his compound. conjoined to another world . 
What he has swallowed up instead of maternal love is an emptiness. or 
rather a maternal hatred without a word for the words of the 
father."(Kristeva 1982; 6) The mother inscribed onto the architecture of the 
house is an empty shell. there is no nurturing mother inside nor a father to 
give the word that will help the migrant resolve this abject mess. 
In this situation images of territoriality belie the ambiguity of boundaries, 
the space of the abject. the constant shuttling that it enforces between the 
body and the house. between space. and language. Whilst the house has an 
image of territoriality via its perimeter boundary walls. its scale. its 
orderliness. its presence. its effects are of the instability of border lines 
between host and migrant. They speak of unstable identities of both. and 
they mark the site of the difficult relationship between spatiality and 
language. Words and houses are beings in themselves. beings in the 
making. prior to becoming "proper" places and "proper" names of things. It 
is irony, however, that keeps the abject at bay for the migrant. The 
narrative about war seems grandiose and of an epic genre that is long dated 
22 While this word means 'house' my use of the original in this text is an attempt 
to suggest the untranslatibility of cultural resonances in the Macedonian context; it is 
a term of incommensurability between languages. 
illustration 6. 
Menagerie: smooth space. 
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and these examples are after all stereotypical. not every migrant house is 
actually of this architectural configuration. It only takes one example that 
is quite peculiar to dissolve grandiose narratives of war and it so happened 
that one migrant house also distinct for having its backyard to the side of 
the house and therefore visible from the perimeter contained, quietly and 
humbly, a whole menagerie of cemented dogs. deers, giraffes, birds shaded 
under a tree just beyond the gateways of eagles and lions and the barred 
fence. Such playful parodies shatter any fixed notions of who can speak and 
notions of spatial territorialities, they take flight into the smooth spaces of 
possibility, of multiplicity and heterogeneity.23 
[see illustration 6] 
The migrant is infantilized in different ways by the hegemonic 
culture.(Gunew 1993b; 14) The kyka as a site of abjection for the hegemonic 
culture is in turn dismissed as an "improper" house, an improper object, it 
insists that the migrant, like a child, does not know what s/he wants. In 
Kristeva's theory of the abject a distinction is made between want, which is 
a condition of the abject, and desire, which is always for an object. Kristeva 
argues that the experience of wan t precedes desire and, precedes 
subjectivity; it is the experience on which any being, meaning. language. 
or desire is founded.(Kristeva 1982; 5) The migrant buys land and builds a 
house, this is clearly a situation in which the territorial frontiers of the 
hegemonic culture are negotiated by the migrant. His/her desire is clearly 
constructed in the image of the house as it was, initially, in the image of the 
city. Berger puts this desire for a 'proper' place into a political context of 
migrational movements: 
To be underdeveloped is not merely to be robbed or exploited: it is to 
be held in the grip of. an artificial stasis. Underdevelopment not only 
kills: its essential stagnation denies life and resembles death. The 
migrant wants to live. It is not poverty alone that forces him t 0 
emigrate. Through his own individual effort he tries to achieve the 
dynamism that is lacking in the situation into which he [sic] is 
born.(Berger 1975; 32) 
My more speculative interest is in the relationship between spatiality and 
want/desire which is mediated by the migrant's body. That space is not an 
object is particularly important in this distinction. Space is a particularly 
23 See Gilles Deleuze and Felix Guattari (1987). "1227: Treatise on Nomadology: -
The War Machine". 
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potent and undefinable entity. perhaps threatening and therefore too 
quickly dismissed in discursive arenas. It is not inert and passive, it is not 
an object. and therefore cannot be desired in that sense of the term.24 
Spatiality has been construed as the condition for architectural 
objectification. it is characterised by formlessness requiring an architect to 
make a form of it. But it is not simply that a form. a house is constructed. it is 
how and by whom. Could it be though that architects and migrants are 
driven by a not too dissimilar desire to make something of space? Whilst 
migration has triggered a modality of abjection characterised by the 
processes of 'rejecting, separating, repeating/abjecting' the potential of 
spatiality might turn towards "a resurrection that has gone through death 
(of the ego). It is an alchemy that transforms death drive into a start of life. 
of new significance. "(Kristeva 1982; 
articulation to space and to 
momentarily /permanently? 
15) It 
keep 
is an 
the 
opportunity to give 
abject at bay. 
The image of territoriality may be most marked in the metaphoric 
inscriptions of the mother(land) onto the architecture of the kyka by the 
male migrant. The migrant house is characterised by a solidity and a form 
that has the effect of substitution for the mother(land). As metaphor it also 
signifies the desire to have access to the symbolic order of the ideal/dream. 
It is however a house and to have a 'proper' house is to put at risk the 
'host/guest' structuring that operates on mythic levels. But is this house 
'proper' and why not? Metaphoric substitutions are the alien objects which 
produce the space of the 'split-subject'. the split-subject which is 
uncoverable. While the migrant is some sort of doubly split-subject. the 
'host' individual is also a 'split-subject'; (s)he has a history of migration. but 
the symbolic order is transported trans-globally through the use of English 
as the language of the host culture.25 Migrant productions such as writing 
or architecture can return the host culture to its own scenes of colonisation 
and nostalgia. As Gunew argues. because, these sites are not always images of 
England or Ireland they can produce returns which are uncanny for the 
24 On the theorisation of space, Henri Lefebvre (1991) has most directly tackled 
the complexities in a rigourous manner critical of the modes in which explorations of 
space result in some reductionist theory that is either an abstraction into 
mathematical formulations, a codification into linguistic theories or an 
aestheticisation into surface treatments. 
25 . This is why Sneja Gunew emphasises that strictly speaking Australia can only 
be termed a Postcolonial culture in relation to Aboriginal groups, and to all those 
'other' migrants different delineations might be more constructive. 
illustration 7. 
Interior space. 
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'host', familiar yet strange renditions of their origin.(Gunew 1992b; 43) 
Thus in the context of this second level migration there is an unfamiliar 
sliding of symbolic orders, and perhaps at times they co-exist, 
heterogeneously and momentarily as blurred boundaries between 'proper' 
and 'improper', between 'host' and 'migrant'. While metaphors are the 
means by which the split-subject is able to enter the symbolic order, they 
serve to bridge the splits that reappear continually and perhaps an 
architectural trace, a house also serves to bridge the here and there, the 
New World and the Old Country. Bridges are held in tension within an 
economy of sovereign subjects and hegemonic cultures. 
VNATRE BHATPE 
[see illustration 7] 
Having constructed a defensive enclosure the interior space might be 
thought to be a somewhat protected environment. The interior recreates 
metonymic versions of the motherland. the old culture irrupting. texturally 
almost as decorative clothing. as ornament. The interior is a signifier of 
femininity. What - does -the mother(land) signify for the female subaltern, 
also a mother in/of the house? For the migrant woman who is always 
already a decentred subject before migration. in the sense that subjectivity 
is foreclosed to 'woman', the interiority of the migrant house may open 
different possibilities for the feminine. Gunew speculates that the old 
symbolic order is reattached to the maternal-feminine, "to the female 
functions: customs, cooking, costumes and the old tongues".(Gunew 1988b; 
37) Perhaps abjection is differently lived within the female subject. 
perhaps it does not entail the same sort of sporadic rejections and 
separations because it is always close to her own body. perhaps it is less 
unfamiliar. Kristeva states that "the abject is the violence of mourning for 
an "object" that has always already been lost. The abject shatters the wall of 
repression and judgements."(Kristeva 1982; 15) While the defensive gesture 
of the exterior of the migrant house marked out a (delusive) territoriality 
between the symbolic order (of the hegemonic culture) and the space of the 
abject, the interiority of the migrant house provides · a space in which the 
symbolic order has less and less strategic positionalities for territorial 
claims. The . abject attests to the instability of the symbolic function. it is the 
underside of the symbolic order. The boundaries between spatiality and 
language are both constructed and blurred within the interior space of the 
kyka. and it is these that constitute the space that must be territorialised 
iUustration 8. 
Interior. 
illustration 9. 
Interior. 
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continuously in order for the symbolic order to sustain itself. In this sense 
the interior of the migrant house is a space without the 'law of the Father'. 
[see illustration 8 & 9] 
Within the interiority of the migrant house, a space signified by 
femininity, where metonymic eruptions of the mother(land) create a fertile 
space of becoming; surfaces of walls, floors and furnishings are veiled with 
a myriad of thin coatings - embroideries, lace, photographs, books, cloths, 
mirrors, ornaments - shiny technological objects are beside or underneath 
old immemorial belongings: "consciousness has not assumed its rights and 
transformed into signifiers those fluid demarcations of yet unstable 
territories . . . there is an effervescence of object and sign - not of desire 
but of intolerable significance. "(Kristeva 1982; 11] 
The abject is not an unambiguous condition - layers, veils, envelopes, can so 
easily bind and engulf the female migrant. They are not merely quaint 
expressions of another culture, they are an effect of the interior space. 
Perhaps this is not abject, perhaps the female migrant is a bricoleur, 
collecting her fragmented identities. But _·~ bricoleur is historically one who 
practices freedom by wandering aimlessly; "she," however, does not wander 
so. She brings many of these things from there, from the other place. Laid 
out before her are signs of her relocations - her spatial relocatibility from 
one house to another, from one country to another. Her body is relocated 
whilst it remains enclosed, contained, enveloped. Yet another house, on the 
other side of the globe, but still a house, her container. She has always been 
a migrant, yet she has al ways been contained. 
The metonymic eruptions of the mother(land) within the interiority of the 
migrant house have a fluid constituency creating possibilities of difference 
and possibilities of provisional identities which are in a continuous process 
of resolution. Through attempting to preserve and maintain the mother as 
signifier of the old symbolic system the interior becomes "temporarily," 
"spasmodically," a space of the abject. The interior is perhaps a potential 
site for a proliferation of fragmented identities, but it is also a space before 
things are signifiable, and yet they are significant, 'an effect and not yet a 
sign'. The individual dominated by conflicts of drives constitutes his or her 
own territory, but it is a territory that is 'edged by the abject'. It is evident 
then that the abject is the space of struggle against the mother, and that in 
208 
this space the want to be released from the hold of a maternal entity is 
edged with a desperate drive to be her, to not be divided.(Grosz 1989; 78)26 
The interior of the house is also a site for the friction of differing 
conflictual drives. The mother and the daughter are differently . positioned 
in relation to the mother(land), and have different territorial needs within 
the metonymic inscriptions of the interior of the kyka. Luce Irigaray has 
elaborated that the specific problematic for the mother-daughter is marked 
by fusion/confusion, suggesting, however, a different economy for the 
mother-daughter relation "in which the two (mother and daughter) are not 
identified in a movement of metaphoric substitution, but contiguous: they 
touch, or associate, or combine."(Whitford 1991; 180) My speculation is that 
within the migrant house 'touching' can be either fusional, frictional or 
slippery, and that one possibility is that the daughter either removes the 
metonymic inscriptions or she alters their configuration, in an effort to not 
merely repeat the journey of her mother, but also to not completely cut 
association, which would amount to a violation of her own subjectivity. 
The interior is the site for the secret language of the family, the space for 
the other language which is identified as a 'mother-tongue' in relation to 
the hegemonic culture. It is important to note that the national 'phallic' 
culture constructs these other languages as 'mother-tongues', although 
they are actually the first 'father's' language. 27 The architecture of the 
k y k a is an enclosure, it encloses a space in which the unspeakable i s 
uttered. The migrant house creates a space in which the migrant can speak. 
But which language? It is not a space in which (s)he can speak to the 
hegemonic culture, for the migrant is not born into a symbolic order in 
which the mother-tongue is the Father's language. The daughter cannot 
move with ease into the public arena of signs. Let's dwell though on the 
interiority of the migrant house as a space of becoming for the female 
subaltern, a space in which the mothe.r-tongue and the Father's language 
meet as an irruption of the abject, but in which there is a possibility of 
26 In the space of the migrant house the (M)other, signifier for the other, 
motherland and mother-tongue is more radically blurred with the social mother and 
father, due to the absence of paternal access into the (phallic) symbolic order. 
27 This division is not so clear either. The status of languages are globally and 
historically hierarchized. For example French and German are 'more' legitimate than 
say, Turkish or Maltese. My focus is on the Macedonian language which has a further 
construction as an unspeakable mother-tongue because of its insecurity in terms of 
global recognition as a legitimate ethnicity and nation. 
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sublimation. Within the kyka is the possibility of a double language, and the 
dangerous slippage from one to the other. It is the interiority of the 
migrant house that is contiguous with the unspeakable, and both of these 
are denoted as maternal-feminine. The mother-tongue is not the Father's 
language, it is therefore a language which utters the unspeakable and 
unsignijiable, not signs of objects of desire, yet "the abject is already a 
wellspring of sign for a non-object."(Kristeva 1982; 11) Gunew formulates 
the question: "What does one do with a nameless power which has the power 
not to name (the repertoire of the non-verbal) and yet also gives birth to 
new, arbitrary names?"(Gunew 1985b; 106) In defining the abject Kristeva 
articulates two ways that this repertoire of the non-verbal could go: the 
sy mp ton is a language that gives up, the subject is inhabited by an alien in 
its internal structure; sublimation is "the possibility of naming the pre-
nominal, the pre-objectal, which are in fact only a trans-nominal, a trans-
objectal. In the sympton the abject permeates me, I become abject. Through 
sublimation, I keep it under control. The abject is edged with the sublime. It 
is not the same moment on the journey, but the same subject and speech 
bring them into being. "(Kristeva 1982; -11) It is important to note this 
potential in the space of the abject. Within the migrant house, there is 
always the possibility of giving up speaking and there is also the potential 
to speak in the modality of the sublime. However my speculation is that 
particular individuals within the migrant house are positioned differently 
in relation to this potential and also that the two possibilities are never 
fixed, rather they are in constant tension that requires a constant making 
and remaking of the possibility of becoming a (female subaltern) subject. 
The architecture of the kyka thus, in an unplanned and undesigned way,28 
is an inscription of a space for a secret language, a secret knowledge, a 
mother-tongue which co-exists with the Father's language coming from the 
outside. It is a space III which the Father's language only gains access in a 
modality as though it was territorialising a maternal, deterritorialised 
space; and perhaps it is perceived as a rape by the first father, a rape which 
is a metonymic celebration of territorial acquisition.· Perhaps it is for this 
reason that fathers tend to frequently 'give up' on language as a radical loss 
(of the mother).29 Gunew notes that daughters have to witness the 
28 This description is from the perspective of 'designed by an architect'. 
29 This of course depends on the particular language that constitutes the mother-
tongue, the language that is the precondition for one's entry into the symbolic order. 
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humiliation of the first father, and to move from the mother-tongue to the 
Father's language means to court new fathers.(Gunew 1985b; 106) In 
relation to the Father's language then the mother-tongue is constructed as 
the unspeakable language of guilt, it is a secret language and a secret 
power, it is a transgression of the 'language of the symbolic order', the new 
Father's language that the migrant subject was nonetheless not born into. 
The site of the kyka is therefore a transgressive space and from the position 
of the (instability) of the host culture it has to be rendered as corrupt or 
criminal in its socialized appearance. Kristeva states that "an unshakable 
adherence to Prohibition and Law is necessary if that perverse interspace 
of abjection is to be hemmed in and thrust aside."(Kristeva 1982; 16) 
The migrant house represents the site of the abject for the (unstable) 
subject position of the host culture. The abject is anterior to the 
subject/object bifurcation, "abjection is above all ambiguity" and it is this 
ambiguity which undoes the neat division between subject/object and 
host/migrant. The migrant house threatens the homogeneity and 
hegemony (which are only in fact arbitrary constructions); as the site of 
abjection, the migrant house is the limit to its - (un)stable cultural 
subjectivity. The architecture of the migrant house constructs a reversal of 
the function of the tongue between the host culture and the migrant. The 
host culture responds to the migrant house in aesthetic terms: 'it is an 
architecture of "bad taste''', defining the kyka as an entity that leaves an 
unpleasantness on the tongue. Yet this mode of response whilst it is a mode 
of speaking also renders the tongue into its function of 'tasting', of 
consuming. "Bad taste" signifies consumption; it is a mild form of oral 
disgust: "Abjection signals the frailty of the object as the support of the 
subject. "(Grosz 1987; 109) The host culture cannot speak about the migrant 
house, it can only (not) digest it through a term that refers to the tongue in· 
its consumptive function. The host culture is bought into a confrontation 
between itself and the other in the ~orld in which the boundaries are 
blurred; it chokes on its own limits. The migrant house thus draws the host 
culture into the the field of the abject, threatening it with an "abyss that 
marks the place of its birth and obliteration, posing both an internal and 
an external threat to its stability."(Grosz 1987; 110) In altering the function 
of the tongue of the host culture the migrant house as an offering of 'food' 
However, the rendering of the first fathers as subalterns that have 'given up' is most 
noticeable amongst the Aboriginal peoples of Australia. 
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is (not) digested; the migrant house is not however 'food' in the literal sense 
for whilst it is not yet words, it is an image, it is an architecture. It is the 
space of a particular mother-tongue, Majka Makedonija. Within the migrant 
house the migrant speaks the unspeakable, a secret language, even a double 
language, a slippage between one and the other. Thus there is a reversal of 
the function of the tongue: the host culture consumes (and spits out the 
food); the migrant speaks (utterances of the tongue). 
But what of the mother in the interior, what of the mother's desire? What 
effects does the migrant house as a space for the mother-tongue have on 
the mother's desire? A number of (female) theorists have recognised that 
signs of sexual difference,3 0 which in patriarchal culture are equivalent to 
signs of femininity are collapsed into the question of maternity. Why? 
"The fecundity of femininity is too easily collapsed into notion of castration 
or lack." Grosz, interpreting Kristeva, argues that the cultural horror of 
menstruation (a most severe form of abjection) is not a response to the 
separation of men from women, rather "it can be seen as a threatening 
bo~ndary, a threshohi between life and death, existence and non-existence, 
male and female. The blood that differentiates men from women is the blood 
that sustains, indeed nourishes, both sexes."(Grosz 1987; 113) If the 
interiority of the migrant house signifies a space of metonymic 
inscriptions of maternality, what fecundities of femininity are possible? Is 
mother also a woman, is mother as receptacle of the mother-tongue the one 
that speaks? Is the presence of mothering inscribed onto the architecture 
of the house3 1 which means that the mother is not there to desire or to 
mother, or to protect her daughter,she works, she is displaced .. ? In order 
to trace the (im)possible mother's desire I have borrowed the following 
sentence from Jean Hess, published in Heresies: A Feminist Publication on 
Art and Politics: 
When I entered these homes I always felt embraced by a room, just as 
I was often embraced by the woman who had invited me inside.(Hess 
1981 ;30) 
30 Grosz (1987; 112) has noted that the social and individual taboos surrounding 
the question of sexual difference are possibly the most widespread, claiming that 
"signs of femininity, castration, lack or deprivation, seem to be the least tolerable to a 
(masculine) ego that sees itself on the model of an autonomous, independent cog ito. " 
31 For an insightful elaboration of the mother inscribed onto the architecture of 
house and therefore not present to protect her daughter from the father see chapter 6, 
"The Architecture of Unhomeliness," in Mieke Bal (1988) Death and Dissymmetry. 
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Hess is here describing her personal entry into domestic interiors of 
Northern Mexico, and yet it is one among many displacements describing 
the relationship between white women and the female subaltern. The 
female subaltern is an overdetermined signifier for the mother; the house 
as maternal space which welcomes back the white woman in its embrace 
articulates the inscriptions of the mother's body onto the architecture of 
the house. These displacements engulf the mother in the lace of her own 
making, in her own metonymic versions of mother(land), in the final 
product, the (un)finished interior of the house. But what about the mother? 
She cooks, she works, she makes love, she cleanses, she does not stop 
talking. In the following descriptions of 'mother' Gunew suggests a 
different figure, "suddenly small and worn out, and remember nostalgically 
the energy. the stream of inventiveness which adjusted our balance to the 
alien fog pressing against the window. Recall too the sudden mysterious 
raging eruptions. The mother's thwarted desire. She always worked; her 
salary on which the family survived was seen as supplementary. I do not 
recall the mother tongue other than in that first father's language she 
gave me, laborio_usly. No wonder that for me it remained a secret 
reserve."(Gunew 1985b; 107) As it - also suggests a mother-daughter 
relationship that is mediated by migration. 
If "the mother-daughter relationship is the dark continent of the dar k 
continent," how dark is the continent of the mother-daughter relationship 
within the migrant house.(lrigaray, cited in Whitford 1991; 77) Irigaray's 
statement exemplifies the most significant absence in the . symbolic: 
representations of a maternal genealogy. The mother daughter relationship 
is recognised as unsymbolized. It is said that women suffer from inability to 
individuate themselves, from confusion of identity between them. If the 
interiority of the migrant house is the site of abjection, and the space of the 
mother-tongue in which the old symbolic is reattached to feminine 
functions, what are the possibilities for women who are always already 
non-representable, non-symbolized, what are the possibilities for the 
female subaltern to speak. What are the possibilities for the mother and 
daughter to differentiate in order to speak one another as women? What 
modalities of abjection operate within the mother-daughter relationship? If 
the already blurred boundaries between mother and daughter are 
negotiated within an abjection mediated by migration, is it the mother (also 
signifier of motherland) that the daughter is possessed by? Kristeva states, 
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"I experience abjection only if an Other has settled in place and stead of 
what will be "me". Not at all an 'other with whom I identify and incorporate, 
but an Other who precedes and possesses me, and through such possession 
causes me to be. A possession previous to my advent."(Kristeva 1982; 10) 
There is no father to give the word to enter the symbolic, but was there 
anyhow (for the daughter)?32 In the interiority of the migrant house as 
the site of abjection the daughter chokes on the 'stuff of love', not only 
food, but words also, literally the mother-tongue, that is offered by her 
mother and father, in order to separate from them, ""I" want none of that 
element, sign of their desire; "I" do not want to listen. "I" do not 
assimilate."I" expel it."(Kristeva 1982;3) In refusing the mother-tongue, the 
daughter refuses everything: her father, especially her mother, also the 
motherland but in such a way that it is ultimately herself that she refuses. 
And yet within the migrant house. within the space of abjection, is also a 
potential for becoming. "during the course in which "I" become, I give 
birth to myself amid the violence of sobs. of vomit."(Kristeva 1982; 3) 
Woman's problem in relation to desire and to subjectivity has been 
described as a banishment from primary metaphorization. "she can never 
accomplish the work of mourning the loss of the object (separation from 
the mother), because she has no representation of what has been 
10st."(Whitford 1991; 86) For the female migrant - mother and daughter -
the motherland might become an object of the loss of the mother. 
Metonymic practices within the migrant house produce a space/place of 
mourning, but also repeat the (m)other's absence. The house becomes tomb 
or museum, but only as a continually practiced place of cleansing, 
remaking, mourning. It is however. a tomb space without a body. For the 
mother, separation from the motherland might appear as the most 'fragile' 
and 'archaic' form of abjection. For the maternal-female subaltern there 
cannot be only one division, one separation: "Why? Perhaps because of 
maternal anguish, unable to be s,atiated within the encompassing 
symbolic."(Kristeva 1982; 12) The symbolic is a pre-existing order not only 
in terms of a paternal lineage in which she is uprooted33 and relocated, but 
In terms of global economies in which he (her husband) is also uprooted 
3 2 My premise is that the daughter's relation to the Father/phallus is different to 
the son's. 
33 . Uprooting is a term which surfaces in the ceremony at Macedonian weddings. At 
the end' a song is sung that is specifically about the separation of daughter from 
mother: chereshna od koren korneshe. kerka od majka deleshe. 
214 
and relocated. Cleansing and dressing the interior which is also 
metonymically the motherland, which is also signifier of mother means 
that the mother can mourn, but that mourning is repeated, rejected. The 
maternal anguish of the female subaltern? Rage, loss, abjection. 
Separate rooms and a passage constitute divisions within the migrant house. 
Outbuildings constitute divisions of the external space as well as an 
architecture of difference. In addition to bedrooms, kitchen and living 
room, the migrant house comprises of a number of 'production' sites: 
workshop, garage, sewing room, summer kitchen, shed, vegetable garden. 
The 'kitchen' is also used in productive ways other than preparation of food 
- studying, making clothes. These delineations are different to 'middle class' 
models in which individual bedrooms are most important in the hierarchy 
of space. The 'children' in the migrant house typically shared one bedroom. 
Other 'productive' sites provided possibilities of different creativities, 
different bodies. These spaces create the possibility of bee 0 min g 
differently, an economy of consumption is partly resisted by a history of 
(domestic) production. They are spaces of production on another level, of 
making and remaking oneself. Irigaray states that "the whole of our 
culture in the west depends upon the murder of the mother." Kristeva 
states, "in a world in which the Other has collapsed." For the daughter 
within the space of the migrant house in which the first father's language 
is identified as a mother-tongue, the mother(land) signifies an 
'untouchable, impossible, absent body of the mother' the loss of the mother 
is lived closely, intimately, abjectly. Only in 'a room of her own' can the 
daughter remake herself, and she can only remake herself 
he t e r 0 g en e 0 us l y through the. experience of abjection, "which is 
nevertheless managed by the Other, "subject" and "object" push each other 
away, confront each other, collapse, and 
contaminated, condemned, at the boundary 
thinkable: abject."(Kristeva 1982; 18) Only in 
layered, woven, ambivalent conflictual flux can 
start again 
of what is 
naming the 
she mark out 
inseparable, 
assimiliable, 
abject in its 
a territory, a 
territory of signs, objects, words that establish a distance, a space to keep at 
bay the dangers of absorption it poses. 
The daughter makes territorial claims within the interior of the house, she 
marks out a space, a 'study',34 in which monitoring the door is a mechanism 
34 I discuss the 'study' again in chapter Six. 
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of control, a mechanism of separation. This space is a "closet" in that it 
detaches itself from the interior, temporarily, and it is an enclosure in 
which surfaces a private war between words, between languages. The 
daughter can make a territorial claim for an immaterial production, for 
knowledge, in which she practices a double language; as Gunew suggests, 
she becomes aspy, "she uses her double language and secret knowledges of 
what lies beyond the surface appearances eventually to rewrite both 
traditions."(Gunew 1993b; 14) The study is the space of private writing, the 
foreigner in ourselves is sublimated, named and renamed, and renamed 
again. The architecture of the house delineates a space for the production 
of a different symbolic. The daughter pushes the existing symbolic to its 
limits - she incorporates words which are untranslatable, "signifying the 
indigestible element. lacunae and ellipses [which] undermine the 
possibility of a universalist discourse. "(Gunew 1993b; 15) 
MALA MAJKA MAKEDONIJA 
A tireless builder, the deject is in short a_ stray. He[sic] is on a 
journey .. (Kristeva 1982; 8) 
Kristeva writes of the translation of subjectivity from questions of being to 
questions of place, "Where am I?" instead of "Who am I?" inherent in the 
process of exile. If migration entails the space of abjection as a spatial 
configuration constructed within the migrant house it is understood that 
the building of the house is an ongoing process, it is never complete 
because it can never attain a solid (stable) subjectivity; "for the space that 
engrosses the deject, the excluded, is never one, nor homogeneous, nor 
totalizable, but essentially divizible, foldable, and catastrophic. A deviser of 
territories, languages, works, the deje c t never stops demarcating his 
universe whose fluid confines - . - constantly question his solidity and 
impel him to start afresh."(Kristeva 1982; 8) Migrants are productive bodies, 
they build houses. Migrant enclaves are the result of bodies 
wanting/desiring space. Within these enclaves are explorations of the 
possibilities of speaking differently - different speaking - the possibilities 
of the weaving, the braiding, the layering of different mother-tongues 
with the Father's language. Migrants can speak amongst one another.3 5 
35 At work, in the factories. women learnt other 'mother-tongues' rather than 
English. the Father's language, in order to speak with one another. The factory is yet 
another architectural site perhaps for a study of spatiality and language. 
illustration 10. 
Migrant enclave. Thomastown, Melbourne. 
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The bigger picture is seen to be quite monstrous from the perspective of the 
Anglo-Celtic mono-culture in Australia. 
[see illustration to] 
Aah yuk! Is the response. sometimes unspoken. to images of so called 
'Mediterranean palaces' in Australia. It is an initial response from the self-
named host culture. that positions itself outside multiculturalism in 
(presupposed non-Aboriginal) Australia. But what lurks behind this 
response - that on the surface seems just to be a typical white middle-class 
response about aesthetics and good-taste. that seems to be an 
overdetermined signifier of class, race and ethnicity? What is unspoken in 
this response that so much academic and political effort goes into defending 
the good taste of white middle-class Anglo-Celtic culture in Australia? What 
are the anxieties of the hegemonic culture? 
Kristeva. suggests that oral disgust - aah yuk - signifies the abject. As a 
refusal of the limits of the self it would indicate in this case the refusal of 
the limit of the host culture and the limit of the individual subject. Kristeva 
identifies oral disgust as the most archaic form of abjection and one would 
extrapolate that 'aah yuk' as a distinctly non-verbal response signifies that 
the body has already begun to transgress the boundaries between inside 
and outside, into the space of self-repugnance. abjection. 
I want to recount briefly a description by Sneja Gunew of a film produced 
by the Department of Immigration of Australia in the 1950s. No Strangers 
Here. It is set in 'Littletown'. and narrated by the editor of the town's 
newspaper. The story begins when he receives several anonymous letters. 
signed 'a true Australian', basically saying that foreigners are not wanted 
here. As the editor strolls through town he notices the arrival of a foreign 
family; although their country of origin is carefully not specified. they are 
uncannily blonde and good-looking. The family rather quickly finds their 
niche in the town - the father works in the brickworks. the son goes to 
school. the daughter is an aide in the local hospital, and the mother remains 
at home where the editor decides to pay her a visit. He enters her home 
with the immortal words: "Please tell me the story of your life." On the 
brink of answering the mother rushes over to the oven where something 
more urgent is calling for attention. She offers the editor a slice of home-
made cake and he in turn requests the recipe. which is published in the 
217 
local paper under the heading "Easy to Mix". . The mother offers food instead 
of words. Food as we know in Australia is a more digestible way to accept the 
face of multiculturalism.(Gunew 1992a; 30) 
Food rather than fluency is what is expected. Words and houses provoke 
anxieties because they are reminders of the unstable status of the host 
culture. Architectural productivity, migrants building houses, functions as 
a mode of resistance, a counter-power against the forces of the hegemonic 
culture. These houses demonstrate the arbitrariness of the host-migrant 
dynamic, which makes 
linear and dichotomous 
evident the arbitrariness of power operating in 
centre-margin structures. Thus it is evident that 
power cannot so easily be pinned down, that it operates as a network which 
flows in many directions and across many nodal points, with potential areas 
of contradictions: counter-powers.(Foucault 1978) In building their own 
houses migrants also attest to the complexities in the relations between 
architecture and power, that architecture can be a pseudo-agent as a mode 
of resistance, that it is not necessarily the statement of the authority, that it 
acts against the system whilst using the system. To the extent -that ideologies 
do not produce space but rather they are in space, the particular ideology of 
the dream house translated through home ownership in Australia, results 
in a quite different effect with respect to the migrant house - that of 
threatening the homogeneity, the national culture intended. While the 
anxiety seems to be one of aesthetics, anxieties which are lurking in the 
shadows strike at the constitution of culture itself, of knowledge, of 
language and the construction of space: 
They spawn ghettos which harbour unspeakable un-Australian 
crimes and diseases. particularly intellectual ones.(Gunew 1992b; 
36) 
Bigkyki, which, from the perspective of the hegemonic culture are seen to 
participate in 
(without the 
their 
Father), 
own reproduction, autonomously and 
form migrant enclaves. Described 
immaculately. 
as tribes and 
villages, which cannot however be dismissed, they have the effect of 
returning the earlier generations to the scene of their own origins, to the 
scene of colonial nostalgia. As Gunew argues in "Home and Away," a violent 
uncanniness is released in the realization that while Australia is always a 
construct that is mediated by somewhere else, the image of the migrant 
enclave is a reminder that somewhere else is not inevitably always the 
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image of England or Ireland. Within Australia other motherlands erupt as 
spaces of abjection. 
Abjection in the context of the migrant enclave opens possibilities for 
eruptions of mother-tongues. of utterances which in an uncanny mode 
incorporate the 0 the r. the foreigner in ourselves within the symbolic 
order. At a second level abjection the migrant enclave signifies for the 
'host' culture a 'muteness' and a 'debt' (owed to) the maternal space(s). 
Elizabeth Grosz notes a general disinterest in psychoanalytic theory (and in 
linguistic theories inspired by these) in the details of the pre-oedipal 
phases; even in the most complex theories of the 'split SUbject' the focus is 
on the already 'resolved' subject. the subject that is already socialised and 
oedipalised. These theories tend to ignore the processes of becoming. the 
conditions and the drives that make it possible for the speaking subject to 
emerge. Grosz claims that this constitutes a theoretical blind-spot that "may 
well be related to a socia-cultural and discursive silence about the relations 
between the developing social and speaking subject and the maternal space 
sustaining and nourishing it." arguing that this maternal space marks the 
site of an unspeakable debt of life and existence that both the individu~l and 
culture owe to the mother and the 
acknowledge let alone repay.(Grosz 1987; 
maternal space within the preservation 
the immemorial violence with which 
of 
a 
maternal body 
113) The abject 
a pre-obj ectal 
body becomes 
another body in order to be. "(Kristeva 1982; 10) 
but can never 
is sited in this 
relationship. "in 
separated from 
The horror in which the 'host' culture responds to the migrant enclave 
signifies the abject as some sort of return of the mother. but as Gunew 
suggests she returns as the devouring mother. Words. utterances from 
mother-tongues threaten the Father language - English can be swallowed 
up by those most 'improper' appropriations. not appropriations. but a 
chaotic barbaric mixture. The mother returns to devour her offspring. Most 
threatening are those that can slip from one. from the Father's language. to 
the other. the mother-tongue. and laugh. the sound of the subaltern that is 
not yet a sign. 
Architecture thus is not necessarily the protector of the 'proper' Father's 
language as it would seem within the territory of the university campus. 
but its possible undoer. In establishing architectural boundaries the 
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migrant enclave blurs, threatens the boundaries of languages, it constructs 
spaces in which languages are rendered pluralistic - words from England 
are mingled with words from Makedonija and many words are both and 
neither. The writing of this chapter is itself a practice of recovering the 
maternal space through architectural space, the migrant house in the New 
World, and yet it is also a means of keeping the abject at a distance. 
Immaculate is perhaps an apt term in which to describe the migrant 
landscape, its hard shiny clean surfaces impress an image of an excessively 
ordered environment, an environment which attempts to keep at bay the 
fluidities of the abject. It is evident then that it is not lack of cleanliness and 
order that causes abjection, "but what disturbs identity, system, order. What 
does not respect borders, positions, rules. The in-between, the ambiguous, 
the composite."(Kristeva 1982; 4) It is evident then that it is not the lack of 
physical borders of the architecture that cause abjection, but the lack of 
borders between spatiality and language, between visuality and the tongue. 
The immaculate image is one extreme, the other is the production of food 
which can be seen In the creation of vegetable gardens on the 
embankments of main roads: offerings of food which is the migrant's only 
acceptable and legitimate signifier. The migrant enclave is a pluralistic 
space, a space of multiplicity, but not before cultural difference nor before 
sexual difference. The individual migrant cannot speak to the hegemonic 
culture - a division is marked and re-marked between citizen and migrant. 
But the migrant can build and (s)he can produce, (s)he wishes to offer a 
different body. . . Bodies are productive, they build houses. They wish to 
offer their bodies in a new way, a new language, a new space. New words, 
new spaces create new bodies.(Gunew 1992a; 31) Why does the migrant 
build? If it is as an effort to enter the symbolic, to escape the conditions of 
stasis, of stagnation, it is ironical that the building also constructs an 
architecture of abjection. The architecture of the migrant house and the 
migrant enclave constructs an illegitimate and disavowed maternal space in 
which the possibility of mother-tongues, of plurality of words at the same 
time keeps the migrant bodies within the space of abjection. (S)he cannot 
speak to the hegemonic culture. While the bodies are ceaselessly 
productive, it is these same bodies that are burnt out, that are perhaps the 
sites of patriarchal sacrifice, a sacrifice in a world in which the (m)other 
has collapsed and yet cannot be altogether removed, a payment for the 
'umbilical debt' owed by the individual and society. The architecture 
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however survives as the trace of a subjectivity-in-the-process-of-
becoming. 
In producing an architectural frontier the kyka induces the dismantling of 
the boundaries between languages. The migrant has constructed a "wall:" 
on the one side of the wall the hegemonic culture responds with oral 
disgust, words are spat out, the 'other' is repelled, a sign of the abject. On the 
other side of the wall, each family member struggles with a particular role 
in relation to the other, some recreate and repeat the other, whilst others 
keep the abject at bay, new words are invented, a double language is at play. 
In the former situation, the migrant's territorial claims renders spatiality 
as a signifier of the abject in relation to the language of the hegemonic 
culture. In the latter situation spatiality within the architectural frontier is 
the site of becoming a subject (a social, speaking being) and a (spatially) 
embodied being. In this sense it is the spatial (pre)condition for the 
production of a different subjectivity, or rather a subjectivity in which 
difference proliferates. It is the spatial (pre)condition for the (secret) 
dismantling of the hegemony of one language. - Spatiality is potentially a site 
in and through which mother-tongues can proliferate. To recognise the 
potency III the relation between spatiality and the tongue is to put the 
primacy of visuality in architecture and urbanism at quite some risk. The 
unspeakable and the unsignifiable in architecture is that it not only 
matte r s what the architecture looks like but that architecture is intricately 
entangled with culture and language and that it 'improperly' constructs the 
possibility of multiple speaking positions. Visuality is a pretence about 
aesthetic distance which is ironically 'turned inside out' in the exclamation 
of oral disgust. 
This silence in architectural discourse can perhaps be represented 
(simplistically) as the mute term in the discourse on architectural form, 
namely the term, spa c e. Form is prevalent and central, lending itself to the 
criteria of visuality and the safety of the 'product' (the resolved subject); 
space as the site of possible becoming is silenced. Space is aligned with the 
body as the precondition for for m, it is the site of its birth and its 
obliteration. It is the mute term because at any moment it might irrupt - it 
has the potency to speak rather than to be seen. 
illustration 11. 
Suburban siren. 
illustration 12. 
Surburban well. 
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In warding off these (non)unsightly spaces, the hegemonic culture wards 
of the unnameable: the mother-tongues are suppressed within the kyki, 
within the migrant enclaves. However, as Kristeva asserts in relation to 
her theory of abjection "what is excluded can never be fully obliterated but 
hovers at the borders of our existence."(Grosz 1987; 108) The migrant as 
abject is neither a subject nor an object; (s)he is ambiguous. Kyki disturb 
identity, system and order, respecting no definite positions. rules, 
boundaries or limits of culture and language. They can threaten the 
apparent unity of the host subjectivities with disruption and dissolution. 
The migrant enclaves represent the limit of the unity of the hegemonic 
culture. Abjection is what the symbolic order must reject, cover over or 
contain. The abject in turn beckons the host culture ever closer to its edge. 
SAMOVILA 
[see illustration 11] 
This particular migrant house is less stereotypical. It bursts with crafted 
architectural detaili'ng such as the blind arcade on the side elevation. But 
what interests me for now is the statue gracing the entry path. Gone are the 
eagles and lions. The architecture of this migrant house is not in the same 
defensive position, rather it entices with all the overdetermined signifiers 
of the feminine - siren, goddess - the female statue sexualizes the space 
before her as well as protecting the space behind. She contests the migrant 
house as a primordial maternal space, she is not mother, she signifies the 
feminine in a pluralistic mode - sexuality, huntress, protection without 
mothering. She beckons the host culture ever closer to its edge. 
BYNAR 
[see illustration 12] 
This is an image of a village well in the front garden of a house that I walk 
past regularly. I was attracted to it by its detail - scale, brickwork, stair 
with chain balustrade. But also the miniature tree, the pebbles which lifts 
it out of the organic into a designed space; and most of all the tap which is a 
reminder of the humble status that the pragmatic has in design. I see this 
as a poetic parody of nostalgia enveloped within a multiple play of 
abjection. The well is not at all functional, it is not constructed from 
'authentic' materials and yet it is immaculately crafted. It is a distinct 
example which counters the mainstream's extraordinary reluctance to 
recognise the existence of irony among the marginal: irony is apparently 
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reserved for (and a mark of ) a dominant or privileged group.(Gunew 1992b; 
40) What exactly does this parody do with respect to the host culture and its 
urbanism, on the one hand, and migration and its enclave/architecture on 
the other? Perhaps for the host culture it releases a laugh - again a sign of 
abjection but a different modality, recalling that abjection is possible birth 
as well as obliteration. For the migrant it is significant that the well is in 
the front yard, not even a simulucram of a village square. It occupies space 
without territorialising it because it obviously does not belong there. 
Perhaps for the enclave/architecture the (re)territorialised space mixes 
with the smooth space of the nomad, perhaps it is an openness. 
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Chapter 5: 
AD-DRESSING THE DIVINE 
"Nie na ziatnata da i dajme. ne da i zemime." (Vesa Veljanovska. za Bogorodica. 1988) 
On arrival at the church the women and men parted way. The women 
walked through the side door l into the church building. and the men 
merged with other groups of men outside in the church ground. Outside. 
men were standing away from the church building. many of them leaning 
on the fence which marks the perimeter of the church ground. Inside the 
church. women lit candles, bowed towards the altar, kissed the icons and 
placed flowers beside them, gestured the sign of the cross. They performed 
these rituals individually, in silence and in a solemn manner. These are 
familiar customs of Christian beliefs. The women continued: they discreetly 
placed the specially prepared foods on a large table which was to one side 
of the church interior. Along the screen of the altar (the iconostasis). they 
hung money, white shirts. socks and white towels on a line, these were 
hung like 'clothes on a line'. These rituals constitute a dressing and a 
domestication of the church interior. It was as though from the carved, 
gilded and frescoed surfaces emerged 'other' textures, other aromas. other 
sounds, other tastes; it was as though the interior surface could no longer 
sustain its own ornamental energies, they burst forth in relief. 
It was a moment in which women's rituals in and of space produced an 
architecture that could not be controlled by the reproductive methods of an 
economy of visuality, in which restraint, containment. and purity 
comprise an institutionalised beauty and function as its straitjacket. The 
women's spatial practices produced. an architectural excess that was literal 
but that was a trace of and a veil for other metaphoric excesses. Thus the 
"all seeing eye" can no longer function as an innocent methodology for the 
representation of an (strictly visible) object domain; the 'eye' is neither 
innocent nor 'correct'. Architecture's. object cannot be so simply re-
presented. No longer is visuality simply an abstracted compositional 
construction, rather it is confronted with the imprints of the senses, of 
1 That the women enter the side door rather than west door opposite the altar is 
important in the construction of the church as a body. While in form and 
representation it is meant to be the body of Christ. the actual body matter, the space 
that is being transposed onto this body is the body of woman. There is a folktale about 
a woman who was too tall for the church door - she was chopped down to size. limb by 
limb. The horror of this story is no more violent than the epistemic violence on women 
by existing spatial discursive practices. 
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sensuality and of sexuality. The threat to this economy of the 'eye' is 
architecture's sensuality that can neither be reduced to formal abstractions 
nor dismissed as application. 
This moment marks a significant intersection of forces and effects, in 
which questions about the relations between women (or should I say 
'gender') and architecture surface at the same time as the literal surfacing 
of a 'dressing' and a 'domestication'2 of the church interior. It is by and 
through the women's dressing and domestication of the church interior 
that architecture's sensuality surfaces and is literally entangled with the 
structural, formal and compositional configuration of the church. The 
effect is of a displacement of the worship of regulating lines, proportional 
orders and perspective framings; the transcendental signifier for an 
architecture of the church, the House of God, cannot be simply the 
inscription of an absolute geometry, it cannot simply be a pure form or 
pure planes in composition. This displacement is partly effected through 
the construction of the Divine: what are the attributes/desires of a Divine 
that is worshipped, appeased and ad-dressed through these maternal, 
feminine and seductive practices of and by women? 
In this chapter I want to trace a narrative of architecture's entanglement 
with and dependence on sensuality and women, and its dependence on the 
veiling or covering over of this dependence.3 My method here is to weave a 
number of arguments including: 
- that architecture is dependent on the spatial practices of women and men; 
- that architecture is dependent on women's domestic ornamentation; 
that there are symbolic relations between textile techniques and 
constructions in/of space; 
- that there are imaginary relations between dressing and ad-dressing, 
especially in relation to the Divine; 
- that there are imaginary relations between the (female) body and space 
as essentially sensual; 
- that women's spatial practices produce a spatial excess that signals the 
limits to the institution of architecture. 
2 I want to emphasise the distinction between 'dressing' and 'domestication' 
which will be elaborated throughout this chapter (though both can have implications 
for two sides of femininity - maternal and seductress). 
3 See Mark Wigley (1992) "Untitled: The Housing of Gender," for a different but 
parallel study of architecture's entanglement with sensuality and woman. 
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These arguments will be discussed around a specific site and specific 
events. 
The cultural context of the 'event' above is a village in Macedonia.4 Zavoj is 
a mountain village that is just outside of the architectural and historical 
monument to Macedonian culture, the town of Ohrid.5 This is not a 
'primitive' culture, nor is it simply a 'peasant' culture. The context might be 
described as post-colonial, but perhaps more accurately, post-migrational 
and post-socialist. 6 On the 'holy day' described above there are at least two 
hundred cars parked along the steep winding road, all the way up the 
mountain. These are a mixture of central European and local cars and many 
belong to the p e cal bar i (migrants) that have· returned from Munich, 
Stuttgart, Dusseldorf, Zurich, Stockholm, Brussels, Vienna, to make the 
'event' at their ancestral p lac e . Like many other villages in Europe, 
through the processes of industrialisation and mass migration programmes 
of 'advanced' economic cities, these sites were 'underdeveloped', the people 
simply had to leave in order to live; these sites were literally sucked dry of 
the blood that sustained them .. In the _ global economic context these villages 
are not meant to exist and yet there is in this 'visionJ· an erasure of an 
unacknowledged dependence on the villages: family members who have 
left the village are dependent on its produce - basic foods •. including 
cheese. meat, eggs, vegetables and fruits, are provided by the 'old folk' to 
their 'urban' children, as a means for survival. Those that have migrated 
locally thus return regularly for nourishment and nurturing. These 
4 The political and economic identity of this region and culture has gone through 
some pretty hefty changes in the last five years since I was visiting. At that time the 
region was called the Socialist Republic of Macedonia, within the Federation of 
Yugoslavia, since then it has been attempting to become a nation in its own right, 
having fulfilled the United Nations requirements, it still has been unable to succeed 
due to a relentless barrage of extreme conditions from its neighbour, Greece. In this 
thesis I have decided to call it by its utopian name, simply Macedonia, as a gesture 
against global economies which prevent a people's naming of their own national 
identity, according to their own desires. There is quite a horrific history of Macedonia 
attempting to have an autonomous government, see notes in· chapter Six. "Interruption." 
See also Radin 1993. 
5 For history of Ohrid. see The Socialist Republic of Macedonia Today; for 
history of architecture of Ohrid see Boris Cipan (1982), Stara Gradska Arhiteektura vo 
Ohrid. 
6 There was a massive emigration of people from Macedonia during this century, 
some were refuges. others were economic migrants and recently there have been 
political migrants. Many emigrants have settled in Australia. but due to the distance 
and cost they do not return annually. 
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villages have a maternal role within global economies which remains 
unacknowledged. 7 
While I am aware that the return to the ancestral place and the 'event' can 
be interpreted in a number of ways, I want to treat it as a tactic in the 
context of global forces, in the same way that I think the women's social 
practices in the church, described above constitute a tactic in the context 
of the patriarchal and phallocentric forces that have aleady established the 
church as a proper place and architecture as a master discourse of proper 
places. A tactic after Michel de Certeau8 is determined by the absence of 
powe r as much as it is determined by the absence of a proper place, it is a 
mode of action determined by not having a place of one's own: "The space 
of a tactic is the space of the other. Thus it must play on and with a terrain 
imposed on it and organized by the law of a foreign power. "(de Certeau 
1984; 37) A tactic is thus a way of operating for people who are displaced, 
for people who are 'othered' by the forces that establish productive 
centres. The notion of tactic though is neither a pathetic nor a romantic 
response to an analysis of power, it is always in an active relation to 
"strategic forces". Michel de Certeau insists on a powerful distinction 
between strategy and tactic: a strategy is determined by a 'mastery of places 
through sight', it operates through the establishment of proper places, and 
is organised by panoptic practices. A strategy, though, requires. produces 
and is dependent on 'othering', it "assumes a place that cali be 
circumscribed as prop e r" which effects a division of spaces, dividing 
relations as either interior or exterior to that which is prop e r. In this 
sense then, architecture as a master discourse of proper places also divides 
between what is internal and what it casts as external to the concerns of 
the discourse, it constructs boundaries by which it defends its own 
properness. 
The lives of the immigrants in relation to the 'advanced cities' cited above 
are largely determined by being 'othered' as 'guest workers'. These cities 
are fully 'strategic' in that their actions are specific· to regimes of place -
they depend on the 'othering' of workers, who are 'invited' but cannot be 
"proper" residents. The Macedonian word for this relation is "tugi", 
7 See Lefebvre (1991; 420/421), where he argues that the bourgeoisie and 
capitalism will not be able to resolve the contradictions in and of space. 
8 All references to Michel de Certeau in this chapter are for The Practice of 
Everyday Life, (trans .. S.F. Rendall) University of California Press, Berkeley, 1984. 
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foreign; only it is used to describe one's own identity. The migrants are 
measured, watched, surveilled, controlled. they are fully in the 'scope of 
vision' of the city.(Berger 1975) Yet this 'holiday', this return, is also what 
de Certeau calls a "tum", it involves a seizing of an opportunity, making 
use of a crack, an opening, in the surveillance of the propriety powers, the 
opening that 'guest workers' get time off work. The migrant can use this 
time tactically; its success depends on a "clever utilization of time." This 
time off is already involved in the organisation of a journey, it is a journey 
of a limited time but it traverses across many places, it involves spatial 
trajectories and inscriptions. spatial stories, itineraries which do not 
appear on maps. It is in the end a trick, the migrant is not really a powerful 
owner of a Mercedes? "Trickery," states de Certeau "is possible for the 
weak."(de Certeau 1984; 37) 
PROPER PLACE/IMPROPER SPACE 
The church is a proper piace,9 its 'properness' is constituted 
architecturally: it is sited on the highest ground and is therefore visible 
from anywhere, and also everything is visible from" the church site (the 
village and lhe- mountains). It is also the only building in the village that 
gleams 'whiter than white', especially since the rest of the village is 
largely in ruin for the simple reason that of the two hundred households, 
only a handful of the houses are inhabited, and these have only one or two 
elderly persons in each. The church circumscribes a 'sacred' realm of 
established positions and rules, it is an effect of stability. However, it was 
this very properness that was put secretly/surreptitiously at risk by and 
through the spatial practices of the women. Their domestication of the 
church interior displaces its formality and laws, which are generally bent 
on abstinence, celibacy. overcoming the temptations and passions of the 
body. The properness of the church is constituted through the architecture 
- through the establishment of a 'proper place' in which rules about the 
9 There are many paradoxical layers about the church as a 'proper place': in the 
seventeen hundreds the Macedonian church was dissolved between 'empires' • Serbian 
Orthodox, Greek Orthodox, Bulgarian Orthodox. This goes against some claims that the 
origins of the spread of Eastern Orthodox religion to other 'slavic' cultures was in fact 
Macedonian, through Cyril and Methodia, and their disciples. Kliment (Ohridski) and 
Naum. The Cyrillic alphabet being named as such by Macedonian peoples. The history 
of the church in relation to the Macedonian people's has been both oppressive and the 
stronghold of a cultural community. At the present the Macedonian Orthodox Church 
is a practising and important stronghold for the Macedonian people in the face of 
ethnic struggles. but it is not recognised by the organization of United Religions. 
Unlike the other Orthodox religions it has its 'centre' in· Constantinople/Istanbul. 
~·~f!'j3:- ·. ,;~~. -r ~1  -, . ~ 
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illustration 13 
Teta Vesa inside church, Zavoj . 
illustration 14 
Young girl in traditional dress Hl church, Zavoj. 
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body become a part of the specific regime of place. Architecture, as the 
master discourse of proper places, must guard itself (and the social order) 
against that which is most 'improper': the body. Whilst the sacredness of 
the church is put at risk by the (improper) bodies of women, these bodies 
(and their spatial practices) are enveloped within an architectural order: a 
division between inside and outside presents an architecture of purity from 
the point of view of the 'eye' by concealing its 'other' interior space. The 
inside/outside division is represented as a division of gender, thereby 
masking its own spatial sensuality. Architecture literally clothes the social 
body of the church. 
Women's domestic practices (re)create an architectural space of fluidity, 
excess and ambiguity. Uncontainable movements of the scents of flowers 
and foods, of the temperatures of candles and bodies breathing, of metallic 
ringing, of bodies brushing against (painted) saints and of lips touching 
other surfaces, all these movements were in play in and around the 
'architecture' around the structural timber beams, curling their way 
through the carvings of the altar screen, hovering in the. recessed space of 
the ceiling, precipitating at the architraves, and lightly hanging like an 
invisible veil over the exotic drapery of the frescoed saints. These sensual 
movements intertwined with the structure, the form and the composition of 
the architecture of the church, they played "on and with a terrain" that 
was already imposed and foreign. The church interior bee 0 m e s a 'full' 
(fully sensual) space, all crevices, all structures, all hierarchies, all spaces 
were 'touched' by the spatial effects of the women's practices. 1 0 
[see illustration 13 & 14] 
It was their (the women's) spatial story, and it carried "out a labor that 
constantly transforms places into spaces, "(de Certeau 1984; 118) 
transforming the church interior from a pure, stable and homogeneous 
proper place, into a 'feminized space'. Thus the established architectural 
language of the church was acted upon by the spatial practices of the 
women, effecting a spatiality which is "caught in the ambiguity of an 
1 0 The atmosphere in the church was intoxicating, especially with the incense and 
the candles. However the climax of the ceremony was a ritual between the priest and 
each kuma (godwoman) in which a loaf of bread that the woman had baked was held by 
the two figures facing each other. It was an intimate and erotic moment in which the 
bread (her flesh) was touched. 
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actualization, transformed into a term dependent upon many different 
conventions, situated as the act of a present. "(de Certeau 1984; 117) 
Architectural language as a master discourse was no longer the only force 
that effected a spatial production. Space, as de Certeau argues, is in 
contradistinction to place, it occurs as the effect of a number of 
intersecting spatial forces which may be in conflict and yet for that time 
produce a multivalent space, a space which is produced by specificity, by a 
situation, by a temporal 'event', a space which cannot simply be identified 
as a stable pia c e . It was a temporary but effective inhabitation of the 
church, the church was not only a 'locus', a site which is capitalized on, it 
was also a site which can be 'used' in a clever way, for a time. It was an 
example of women's spatial creativity, which is "as persistent as it is subtle, 
tireless, ready for any opportunity, scattered over the terrain of the 
dominant order and foreign to the rules laid down and imposed by a 
rationality founded on established rights and property."(de Certeau 1984; 
38) 
One effect of the ritualized and literal dressing and domestication of the 
church is that it is a trace and a veil for other architectural excesses in 
which architecture's dependence on 'dressing' is quite significantly 
enmeshed. There are a number of veilings and dressings; the way that the 
women's spatial practices veil or cover over architecture's other 
sensualities is figured in the gauze-like layers that blur the images 
covering the surface of the interior walls. These veils, however, are also 
traces of what is not represented or not representable in existing 
architectural discourses. 
The white surface on the exterior of the church is a most significant 'veil': 
it reveals the formal order of the architecture by dissolving the materiality 
of the building. The whiteness on the exterior of the walls is not intrinsic 
to the structural material, it is a painted surface: the rustic surface of the 
stone walls of the church are covered with a cement render, and then on 
this smooth surface a whitewash is applied to give it· an architectural image 
of 'purity'. The surface appears as luminous, it produces an architecture 
that is dependent on what Lefebvre has called an 'illusion of transparency': 
"The illusion of transparency goes hand in hand with a view of space as 
innocent, as free of traps or secret places. Anything hidden or dissimulated 
and hence dangerous is antagonistic to transparency, under whose 
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reign everything can be taken In by a single glance from that mental eye 
which illuminates whatever it contemplates. "(Lefebvre 1991; 27) The 
architectural history of the white surface underwrites the discipline of 
architecture, whiteness is the signifier of Truth, it is the 'idea(l)' of an 
architectural economy of vision. But this history is dependent upon a 
veiling of its dependence on sexuality in the construction of space. It 
produces a formal order by covering over the building'S materiality and by 
'veiling' over other spatialities which are behind this white surface, other 
spatial practices. which it condemns to ob-scenity, behind the scene. Thus 
the white surface produces a transparency which masks the scene of 
production, as Wigley argues in his analysis of the writings of Alberti, 
"Order cannot be simply exposed. Rather, disorder is concealed from the eye 
as "unsightly." The representation of exposure depends on a veil. 
Transparency is an effect of masking. "(Wigley 1992; 376) 
The white surface also produces architecture as a mirror, it is a screen onto 
which images are reflected. Lefebvre argues, "every shape in space, every 
spati~l plane, constitutes a mirror and produces a mirage effect; that within 
each body the rest of the wcrld is reflected," but the white surface inverses 
this mechanism because it, itself becomes the screen onto which images 
are cast in shadow.(Lefebvre 1991; 183) The configuration of the men 
encircling the church building produced an imagery of the white wall as a 
screen, reflecting a pattern of the shadows of men's bodies. It is a strange 
reversal of the shadows on the little wall in Plato's cave in which the men 
are seduced into watching an appearance, rather than pursuing Truth. In 
its pursuit for purity and order, architecture produces a white surface 
which functions as a screen, it reproduces the little wall, in which the men 
are reflected as shadows. This white surface entrances their vision because 
it reflects back to them the myth of the scene of origin and production, the 
myth of himself as sole creator within a phallocentric economy. The white 
surface is an appearance of the most sophisticated type, it masquerades as 
Truth. 
The white surface has yet another function which is also signified by the 
imagery of the shadows of the men encircling the church, it functions as a 
filter: "It is a mechanism of purification, a filter, "(Wigley 1992; 354) 
through which a "proper" architecture is constituted in a way that is 
isomorphic to the 'filtering' of the women who enter the church. This 
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'hite filter constitutes rules about red, especially the red of the menstrual 
lood of women and the red of the 'virginal' blood of sexuality. 1 1 Red is 
lost noticeable against a white surface and this exposure is heightened by 
le pattern of the shadows of men. Though woman's redness is hidden and 
~cret, the white filter 'picks' it up in the trace of women 'blushing' as they 
ross the threshold of the church, as they cross the visible white line of 
le 'filter'. It is significant then that the function of the white surface as 
Iter is specifically 'a mechanism of purification' for women's sexuality, 
'omen must pass this filter, and the men survey the effect. It is 
Jecifically a masculine filter of purity. 
his white surface is also a white skin, it is a skin that is stretched across all 
le different parts of the building, all its solid fragments as well as all its 
lternal fluidities, all its colours and all its textures. It envelops the body of 
le buiiding, it clothes the buiiding's materiality with a clean white robe. 
nd it also constitutes the enveloping of the women's spatial practices 
lside the church, which are both contained and re-presented as a white 
lask. The masculine inscription of this envelope is reinforced by the 
endered envelope of the men encircling the church building: gender is 
~parate from, but reflected in the sexualization of the white skin that 
:presents the architecture. This white skin, argues Lefebvre, . unleashes 
esire: 
It presents desire with a 'transparency' which encourages it to surge 
forth in an attempt to lay claim to an apparently clear field. Of 
course this foray comes to naught, for desire encounters no object, 
nothing desirable, and no work results from its action. Searching in 
vain for plenitude, desire must make do with words, with the 
rhetoric of desire. Disillusion leaves space empty - an emptiness 
that words convey. Spaces are devastated - and devastating; 
incomprehensibly so (without prolonged reflection at least). 
'Nothing is allowed. Nothing is forbidden', in the words of one 
inhabitant. Spaces are strange: homogeneous, rationalized, and as 
such constraining; yet at the same time utterly dislocated.(Lefebvre 
1991;97) 
l the scene of the church 'desire' is gendered: men's desire surges forth to 
,y claim on the white skin, their image is reflected in the shadows on the 
1 This filtering includes rules about menstruation as well as rules about 'fallen 
omen'. 
illustration 15 
Man/woman . 
illustration 16 
Men on the edge. 
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white surface. It is the relationship between the men and the white skin 
that both produces (a masculine) desire and a dislocation in and of space. 
The dislocation is constructed as a 'spatially symmetrical' division of 
gender: the white skin is a white robe that covers the women inside the 
church, while the men gaze at the white skin, knowing that the women are 
beneath it. 
The women, however, are not alone inside the church, the (male) priest 
stands in the centre of the church during the ceremonial rituals. Thus a 
series of envelopes/envelopings 12 are produced in which layers of gender 
are enfolded within architectural 'skins': on the peripheral circumference 
of the church ground a fence provides a structure for the men to lean on 
(in order to gaze at the church and nature); the white 'skin' envelops the 
structure and space of the church, producing a screen for 'men's' desire; 
all these envelopes enfold the women but the women are most immediately 
enfolded within the internal skin, the skin that is 'dressed with ornament'; 
the women form an envelope in which the priest comes in and out of. 
Gender is seen to. be dependent on - architecture in the image of the men 
leaning on the fence and also in the containment of the bodies of women 
within the white skin by and through which the architecture is 
represented. 
[see illustration 15 & 16] 
Masculine desire is produced by and through the covering over of female 
sexuality. The white skin is 'empty' of sensory stimulation, so that desire 
can fill the interval, the space in between the men encircling the church 
and the white skin of its architecture. Masculine desire fills the space in 
between gender and architecture. What is the object of men's gaze - the 
women or the church? The white surface is an effect of masking sexuality 
whilst at the same time it produces gender. Gender serves to mask men's 
desire for the white surface in which they are reflected and the white 
surface serves to mask sexuality on which the architecture is dependent. 
Architecture depends on the veiling of its dependence on sexuality. 
I 2 This is a term I have appropriated from Luce Irigaray, the architectural 
intention in my use of the term is paramount, and it is in dialogue with Irigaray's use 
as a spatial metaphor for philosophy. 
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There is more to the relations between gender and architecture than the 
specific locations of women and men, there is also a reproduction of 
sexuality that both precedes and exceeds architecture, but which 
architecture is dependent upon. The sexualization of the envelopings is 
already hinted in the image that the only figure who is not accounted for 
as an envelope, the only figure who 'comes in and out of the envelope is 
the (male) priest. Overlaid onto the layers of envelopings which are 
ordered horizontally, is a vertical axis: the church roof is raised in the 
middle and the altar space is raised on a platform, an architectural 'code of 
address' to the Divine. A longitudinal axis produces a space in which the 
movement of the priest along this axis, IS a trace of an architectural excess: 
his movement exceeds the relations between architecture and the Divine. 
One reading of the altar is that it is an inscription of the head of the 
church-body. The altar and the main entry opposite it, construct an 
anthropomorphic axis which is mapped onto the ground in a way that 
defers its 'bodily' reference to both nature and the cosmos: it is read as an 
east-dawn/west-sunset axis. The architectural axis is naturalized. Though 
the body is suggested in. this 'mapping', the mechanism of inscribing it on 
the ground is a process of objectification and· disembodiment. The 
movements of the priest - from the altar behind the screen, and into the 
centre of the church, enfolded by the women, back to the altar, behind the 
screen suggest questions about sexuality are erased as though the 
movements were like the mechanism of an eraser, and yet a highly 
sexualized space is produced. The priest is a double agent - he represents 
both God and the men on the periphery, his movements set in motion the 
intersection between the horizontal (social) axis and the vertical axis of the 
Divine, which is architecturally constituted at the altar. 
The altar is a secret space behind a screen, it is screened from the view of 
the congregation by the iconostasis, a timber structure whose surface is 
covered with icons. The altar is a space endowed with an awesome mystery 
that the women of the congregation witness in the priest's movement in 
and out of a space which is barred to them. Occasionally, a very young boy 
and a very old man, assist the priest in the altar. The three ages of man are 
thus represented III this construction of gender. The women serve, 
maintain, and are the matrix for remembering this space, without access to 
its secrets or an axis to the Divine. The altar space and the movements of 
the priest extends the social power of the men on the periphery, the 
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construction of gender is entangled with the Divine. The altar is the secret 
centre of the space it governs. 
The priest is given this space which is the threshold to the Divine, the 
threshold to the immateriality and mystery of knowledge, of God. Whilst the 
knowledge is seen to be immaterial, the architecture that constructs the 
space for it is not. The architecture not only makes the secret possible, it 
guards it in a 'corporeal' way as that other body [of woman] guarded man 
before or prior to the altar, as it also guards it from the bodies of women. It 
is an example in which the metaphor of the innermost space of the 
(female) body is yet the space from which women are excluded. Through 
architecture man appropriates woman's most secret spaces. I3 The 
architecture provides the material/envelope for secrecy. It screens the 
scene of production from the congregation - the women. The priest is thus 
enfolded by all the envelopes that have been named so far, but when he 
moves into the altar, the enfolding is of a secret and most intimate kind, he 
alone ad-dresses the Divine, whilst the circular form and the screen 
envelop him, and create the space for this private address. Architecture 
partiCIpates in strange reversals and references to the sexual act: from the 
line of the fence, men enfold architecture which enfolds women who 
enfold the priest, but he is the active one, a scene which is best alluded to 
by Irigaray in her essay on "The Envelope: A reading of Spinoza, Ethics, "Of 
God":" 
But historically, in Genesis, the feminine has no conception. She is 
figured as being born from man's envelop, with God as midwife. 
Whereas woman envelops man before his birth. Could it be that God 
is he who intervenes so that there should be a reciprocal limitation 
of envelopes for both? Which is why it is necessary to go through the 
question of God every time the sexual act comes under consideration. 
. . . Woman, who enveloped man before his birth, until he could live 
outside her, finds herself encircled by a language, by places that she 
cannot conceive of, and from which she cannot escape. 
It's nothing new for man to want to be both man and woman: he has 
always had pretensions of turning the envelope inside out. But by 
1 3 Underlying this appropriation is the prior appropnatlOn of woman's body as 
the church and as the 'flesh' and 'nourishment' of religion. Irigaray argues that "man 
is a cannibal who eats the body of woman;"(Grosz 1989; 152) an argument which is 
actualized in the gesture of the priest giving out the bread, cut up in the altar, 'the 
flesh of Christ' to the congregation. 
illustration 17 
Saints and people. 
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practices produce architectural forces 
which must contain them; the white 
extension of the white surface that is 
interior walls comprising of full scale 
saints in Byzantine dress which hover over the humble women. As Semper 
acted upon. The women's spatial 
which apply pressure to the skin 
surface on the exterior is just an 
needed for the production of the 
argues, architecture is constituted by the feminine domestic arts, "Hanging 
carpets remained the true walls, the visible boundaries of space. The often 
solid walls behind them were necessary for reasons that had nothing to do 
with the creation of space; they were needed for security, for supporting a 
load, for their permanence and so on. "(Semper 1989; 104) In this sense the 
external form is merely an extension of and a support for the interior; 
architecture is constituted through ornament that creates the interior 
space, the form is merely a formality, a formal enclosure.l 4 
The architectural excess of the interior is understood as sensuality - touch, 
smell, sound, taste, movement, heat. The effects of women's spatial practices 
are entangled with the eroticised surfaces of the walls, "producing a 
visuality so entangled with a sensuality that the feel, tactility, and smell" of 
the interior surfaces "become part of the essence of a building. "(Wigley 
1992; 370) It is an architecture in which a particular type of 'dressing' 
understood as a feminine excess produces a space of sensuality, in which 
bodies are touched and in touch. In "The Fecundity of the Caress," Luce 
Irigaray explores 'dressing' as a possible relation 
otherness, and notes that 'dressing' does not take 
with the body's 
"pleasure in the 
perversity of the naked but contemplates and adorns it, always for a first 
time, with an in-finite, un-finished flesh. "(Irigaray 1993; 186)15 In this 
sense the constructed 'nakedness' of the 'white skin' is a perversity and it 
produces a perverse desire that is locked within a scopophilic economy, an 
economy in which as Barthes has described, a body, subjected to the gaze of 
desire is transformed into a corpse.(Vidler 1992; 77) 
Women, relegated to a status of appearance or non-truth are also locked 
into a particular relation to the Divine. The offerings are analogous to 
women's domestic preparations for their husbands, exchanges that are 
14 Other examples in which architecture is the effect of surface include Stalin's 
method of hanging banners over the old empire monuments; and as a reversal the 
Polish photographer, Wozitsky's method of projecting images - missiles, cameras -
over monuments to reveal the other side of military power and architecture. 
15 See chapter Six, "Love" for an elaboration of the movement of dressing. 
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ultimately intended to keep the (husband and male) God happy in order 
that H/he not unleash his wrath. The offerings are both nurturing and 
seductive but they are also merely 'dress ups', they are 'dress rehearsals', 
they are tricky and clever ways that women deploy 'to get their way'. 
Women, as appearance essentially opposes Truth, "she" is 'untruth' 
projected onto the little wall, as I have argued in chapter One, "Metaphor." 
There is some contradiction about the question whether architecture 
preceded clothing, whether the 'social body' was first constituted by a 
fabrication of space or by a clothing of the body itself. Whilst the textile 
techniques lend themselves to the production of nets for fishing, of 
decorative nets for head coverings, of space dividers, Semper also argues 
that "the art of .. dressing the body's nakedness (if we do not count the 
ornamental paintings of one's own skin discussed above) is probably a later 
invention than the use of coverings for encampments and spatial 
enclosures."(Semper 1989; 254) However, the ornamental paintings of one's 
own skin are highly significant especially for a narrative about 
ornamentation· as an· essence of architecture. As I have argued about the 
intensification of the surface of the walls through the techniques of 
iconography, body painting produces effects of increasing the spatiality of 
the skin, it erupts the skin's surfaces. Whilst I disagree with Wigley that 
"clothing follows architecture," and that the definition of spatial enclosure 
precedes bodily interiority, I think that both the bodily inscriptions and 
the techniques of textiles are significant for the constitution of a "surface 
space."(Wigley 1992; 369) It is thus through this "surface space" that the 
social body, the social subject is produced as a construction of a decorated 
surface, as ornament. 
Architecture is dependent on and interlaced with the techniques of bodily 
inscriptions and the textile arts, and perhaps as Semper argues 
architecture needs to be read more as a history of 'techniques', techniques 
which are not merely functional, which are in fact' a production of the 
social through· ornamentation. In this way divisions in the narrative of 
architecture between art, craft, technology, structure and even fashion are 
seen as a construction of the profession of architecture since Brunelleschi 
by whom "we find for the first time an unpainted, naked 
architecture. "(Semper 1989; 56) Semper's is a different argument to Michel 
Foucault's argument of the need to write a whole history of the technics of 
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space, but in both cases the term technique/technic suggests away, not of 
bridging those divisions, but of looking at the materiality of space, its 
labour and uses, in order not to overlook its sensuality or its power. 
"Plaiting" is a most interesting example because not only does it lend itself 
to the making of anchor cables, as well as its probable original use chosen 
by "the mother of the human race ... as a hair adornment," much is also 
owed to "hair stylists, the last of whom have attained everything possible in 
the technical perfection of the plait and have thereby controlled the taste 
of whole centuries. "(Semper 1989; 220) 
Semper argues that 'the principle of polychromy' as the essence of ancient 
architecture was overlooked by the "monochrome innovators" because "the 
faint traces of colour, bronze, and other less permanent but 
complementary details were easily overlooked," because there were gaps in 
the way antiquity was studied, because in their pursuit for Truth these 
innovators overlooked architecture's materiality.(Semper 1989; 56) He 
produces a history of p a i nt, a history of the thin coat of colour on the 
surface of the walls. as the trace. the reminder and the remainder, of' the 
original textile traditions of architecture. Paint is the trace of ornament as 
the essence of architecture. The smoothness of the white surface is not 
then seen as a pursuit of a pure white formal architecture, but as an 
interactive surface onto and through which particular ornamental effects 
can be produced.(Wigley 1992; 366) Indeed, it is as Grosz describes the raw 
materials of the body, "not as a blank, passive page, a neutral ground of 
meaning, but as an active productive 'whiteness', that constitutes the 
writing surface It has a texture, a tonus, a materiality that is an active 
ingredient in the messages produced. "(Grosz 1990; 72) 
[see illustration 18, 19, 20, 21, 22, 23] 
The other 'white surface' that functions as a 'raw material' onto which 
gender is constructed is the kosula, the 'white shirt' of the traditional 
Macedonian dress. The traditional Macedonian dress is recognised for its 
strikingly ornate layers of embroidered cloths and its expertise in textile 
techniques - plaiting, weaving, lacework. hemming. banding, dyeing and 
of course embroidery. Whilst the techniques are quite different to 
iconography, they are also particularly surface-oriented, in ways that 
demonstrate more distinctly the interaction with the surface, and the 
illustration 18 
Macedoninan embroidery and ujrl~ in traditional dres,q. 
TABLA XII 
illustration 19 
Man in traditional dress. 
TABLA XXX 
illustration 20 
Woman in traditional dress . 
f 
- f 
I 
TABLA XI II 
illustration 21 
Dress parts for man. 
TAB L A XXXI 
illustration 22 
Dress parts for woman . 
TABLA XXXII 
illustration 23 
Dress parts for woman. 
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potentia of the 'white surface' for a texture, a pattern, a colour, an edge. 
These techniques are labour intensive and they produce a surface that 
exceeds its two-dimensionality. Both women's and men's dress begins with a 
'white cloth'. gender is constructed as the difference which is literally 
worked into the surface. The white shirt is a method by which the 'body's' 
cleanliness and hygiene are exposed, are projected onto the screen of an 
economy of visibility: 
But above all. the white introduced depth to clothes, and testified to 
an "underneath." It was as if. through it, the surface of the skin was 
delegated to the surface of the clothes. What had been hidden now 
emerged. What was not seen became partially visible. The material 
that touched the skin became a witness. discrete and emphatic. on 
the borders of clothing. It revealed what clothes concealed. The 
white. in this case signified a particular cleanliness. that of the 
inside.1 6 
The white shirt contains the body. the body is within an enclosing space. 
and at the same time it exposes and constructs the body as a surface. The 
_ white: shirt becomes a screen and a filter - in the former the difference of 
gender can be literally projected onto it in terms of ornament, and in the 
latter, the already gendered body of woman is guarded by this white filter. 
The dress for men is generally less decorative and therefore maintains the 
effect of 'nakedness' (truth?) of the 'white cloth'. Excess becomes a 
signifier of the feminine; the dress for women produces an effect of 
'excessive appearance', of elaborate ornament. 17 This sense of 'non-truth' 
is further elaborated by the textile mimicking of (woman's) hair and by the 
elaborate working of the hair itself. The hair is often veiled from visibility, 
by the intermingling between jewellery, cloth. hair, tassels. The face is the 
ambivalent feature, surrounded by texture, textile, ornament, but itself 
seemingly flesh untouched. The face is the sign of the flesh, the trace of 
sexuality, which is however, also constructed in terms of gender,especially 
evident in the veiling of the face of 'brides'. The effect of the costume is 
thus a layering of many surfaces, each treated in a different way, an effect 
16 See Georges Vigarell. Concepts of Cleanliness: Changing Attitudes in France 
Since the Middle Ages, cited in Wigley 1992; 359. 
1 7 Woman as a signifier of non-truth is most cleverly stated by Nietszche: From 
the beginning. nothing has been more alien. repugnant. and hostile to woman than 
truth - her great art is the lie, her highest concern is mere appearance and beauty. 
(Beyond Good and Evil; 232; cited in Whitford 1991; 114) 
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of 'dressing' which produces gender whilst masking the scene of 
production. 
The body itself is not visible as itself, and nakedness is suggested only as a 
part in the decorative scheme in which the 'white shirt' is either a 
'supportive' layer or it is transformed into necessary fragments of white 
for the overall design. The 'white cloth' has a supplementary role in the 
design. In his claim for the 'principle of polychromy', Semper argues that 
even "the places where the monument was supposed to appear white were 
by no means left bare, but were covered with white painL"(Semper 1989; 
59) The 'white surface' as a sign of nakedness is imbricated within the 
layering of surfaces which constitute the architectural wall as ornament, 
in the same way that the 'white cloth' as the filter for sexuality is 
reproduced within an elaborate layering of cloths which constitute the 
'dress' of gender. 
There are some contradictions and ambiguities about the white surface and 
ornament: which of these constitute architecture and what is the 
. relationship between them? To summarise within the hegemonic 
tradition of the "white surface", the white surface is a masculine order and 
the ornament is both applied to it, the white form is "dressed with 
ornament", and subordinated to its mechanism of control as a visual 
aesthetic. This economy produces an externalised mode of representing 
architecture. The 'feminine' is reproduced as "appearance", as the dress, as 
the ornament that is applied onto the pure (masculine) form of the 
building. Given that the church under consideration has no 'external' dress 
to speak of, the mechanism is inversed, the 'feminine dress' is applied to 
the interior surfaces of the church, constructing a feminized interior 
space. The effect of the interior space is controlled by the white surface of 
the external wall. Whilst the interior may effect an architecture of 
ornament and sensuality, a feminine space, this is masked by the white 
surface, the white surface is a mask to its internal femininity. The 
sexualization of the church architecture is produced at the walls, the white 
surface insists on a facade of a masculine order, the feminized interior 
space is effaced from visibility. The difference between white facade and 
interior ornament is produced as a division of gender: men/outside, 
women/inside. From the external representative position, men have both 
presence and visibility and women are condemned to ob-scenity. This 
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belies the sexuality that is already intrinsic to the architecture: the 
intention of the white surface to produce a purity, devoid of stimulation, 
and the fetishized iconic surface, allude to the two poles of (female) 
sexuality within a phallocentric economy - pure woman or fallen woman. 
Spatial practices of women and men reproduce gender but the church as a 
proper place is already a colonised space, as de Certeau claims, already "the 
'proper' is a triumph of place over time. "(de Certeau 1984; 36) The church 
building is not the only mechanism for controlling sexuality and for 
producing gender. Technologies of powers and knowledges have already 
acted in the production of a proper place, in the colonisation of the most 
prominent site on the mountain for a church building. Whilst "a certain 
power is the precondition of this knowledge and not merely its effect or 
attribute," this power is however constituted through the regime of proper 
places, "it produces itself in and through this knowledge."(de Certeau 1984; 
36) Power is a material force. The construction of the church is at once a 
constitution of powers/knowledges that always already control sexuality 
and the construction of a gendered subjectivity which i~nabits,occupies 
and is contained by it. This gendered subjectivity is reproduced by and 
through spatial practices. 1 8 
Why are the women inside and the men outside? Why is the interior richly 
ornamented and the exterior a 'pure white skin'? Considering the two 
surfaces as screens, the men face a pure white screen, a pure form, a truth; 
this is what is reflected back to them; their spatial positioning engenders 
the facade as masculine. The women are enveloped by a 'dress', a surface 
that is produced as 'appearance': Truth, on the other side of the screen, is 
foreclosed to women. Women 'wear' the church as an-other envelope, their 
own female bodies 'need' to be contained by a number of envelopes, they 
'need' to be layered and covered over by a number of dresses and 
architectures. Moreover, through their spatial practices they merge with 
the ornament, with the interior space of the church, rather than women 
'occupying' the interior space, they become a part of its aesthetic 
condition. There is a blurring of boundaries: the women are subsumed 
within their (already gendered) bodily processes - food, nurture, caress, 
1 8 My deviation from Wigley's analysis is due to a discrepancy which I think does 
exist between power as systems of representation and power as a material force 
(especially in the context of Foucault's 'spatialisation of power') within which systems 
of 'representation' have an actual effect on bodies. 
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dress - they do not/cannot face a subject/object. Their spatial practices 
blur the boundaries between 'walls' and 'spatiality', between the 
solid/permanent ornament and the textile/temporary ornament. 
Architecture is im-materialized not as a 'transparency' but as a 'sensuality'. 
The flickering flames of the candles and the incense effect a dramatic 
intoxication - the women breathe and touch and absorb space as though 
through a 'porous' skin. This is read as the effect of the interior, it is read 
as one side of the white screen, the dressed side, the exterior is read as 
naked and Truth. In a sense, then, the two surfaces - the interior and 
exterior - are just two sides of the one screen, the one wall, the one 
architecture: it is a production of gender within an economy of the sam e 
subjectivity. In this economy there is only space for one subject, the 
masculine. He "occupies" the subject position within the 'proper place' of 
the church. 
In the same sense, the 'white linen shirt' is the line that produces gender -
women and men - by masking sexuality. The women's traditional dress 
produces a white surface onto which a masculine fetishized femininity can 
be inscribed, incised and woven into the cloth through the feminine 
practices of needlework and needlepoint. 
This account, however, does not explore excesses, ambiguities, they are 
overlooked in the same way that Semper suggests that the traces of colour 
are unnoticed by the 'monochrome innovators' and that this produces a gap 
in architectural theory. Semper's theory is an attempt to explore excess, to 
focus on the ornament itself, and significantly he turns to the techniques 
and effects of the textile arts, to feminine practices. What traces are there 
in the architecture of the church of an 'otherness' that is not strictly 
contained within the regime of a proper place, that cannot simply be 
explained by a mechanism for controlling sexuality, either through 
constraint or stimulation? 
So far I have . described the women's spatial practices as a mode of action 
that is no surprise, it is 'women making do' in the sense that de Certeau 
describes that this very activity of 'making do' might displace the formality 
proper to the place.(de Certeau 1984; 34) Another response to this 
impossible question is by way of example, by way of a specific 'event' that 
took place at the church. In this sense I am implying that the power of the 
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church is perhaps 'omnipotent', it is a 'totalizing discourse' except for 
'particular moments and movements' in which 'the weak' are where they 
are least expected, they create surprises. 
To describe the specific act as an 'event' is perhaps to be giving it too much 
status as something that engaged a public, which it did not do in any sense 
of conscious recognition. I want to talk about (and learn from)19 a climb up 
a jerry-built scaffold on the west wall of the church building, by an old 
frail woman dressed in black, in order to ring the church bell. The image is 
confounded with paradoxes and contradictions: strong/weak, 
authori ty /humil i ty, wall/scaffold, inside/outside, whi te/black, 
duty/adventure, danger/task, heroine/spectacle all these binary 
oppositions are disrupted in her act. It must be remembered that the 
culture under consideration (like many) is one in which men pride 
themselves on strength, courage, virility, that there is a machismo amongst 
the young men, and yet this frail old woman 'made do' and rang the church 
bell herself. 
[see illustration 24] 
There was no climax to her climb, or rather the climax was not. hers, the 
church bell rang, but she climbed down in the same humble and dutiful 
way that she climbed up and disappeared into the crowd. This act was again 
a way of 'making do' in de Certeau's sense, only unlike the women's spatial 
practices inside the church this act was indeed a surprise, it was a vis u a I 
surprise. A black figure of an old woman against the white surface of the 
church, perhaps an artistic feat, but one that was very embarrassing for 
the congregation. Boys go on adventures, old women should stay close to 
the earth. The congregation pretended not to notice, and yet the danger of 
climbing and balancing on the steps supported by the (unstable) scaffold 
surreptitiously engaged their gaze. The congregation was relieved when 
the woman was back on terra firma, the pretence that it didn't really 
happen (anyhow it would soon be forgotten) attested to the non-event 
status of her act. The woman, herself seemed self-absorbed in the task, not 
the physical task but her duty as a servant of the church. But as she 
19 See Morris (1992; 32) "to correspond to and extend its productivity. Instead of 
reading it as a confirmation of the general models of action- resistance, opposition, 
critique ... " 
illustration 24 
Woman on scaffold . 
illustration 25 
"Tower of Labour," Julie Brown-Rrap. 
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climbed did she not unwillingly, from the corner of her eye, see the 
horizon stretch before her, and the congregation beneath her, did she not 
exalt in her momentary sense as a messenger from the divine, an angel? 
But the angel wore black, she drew a 'black hole' in the white facade of the 
architecture. She was the 'matter out of place' in the visual economy of the 
white surface. The congregation cannot allow itself to judge her for this, 
(they cannot tell her to get down) for it is a part of the rules of the proper 
place that insists she wear black, as a sign of her lack (of a man). The effect 
of a black hole on the white surface is the effect of the body within the 
discourse of architecture; the body that the discourse must guard itself 
against. 
The scaffold is attached to the wall of the church building and hung on the 
scaffold is the church bell. The scaffold is temporary, it is not part of the 
architecture of the church. In relation to Wigley's interpretation of 
Semper's theory that "the material wall is no more than a prop, a 
contingent piece of "scaffolding," "foreign" to the production of the 
building, merely a supporting player, playing the role of support, 
supporting precisely because it does not play," this additional and literal 
'scaffold' at the least complicates the questions of architecture, structure 
and woman.(Wigley 1992; 367) Scaffolding is a more or less permanent 
feature to the architectural image of all the (western) world's 'best' sites 
(for example, Palladio's Villa Capra), much to the dismay of architectural 
tourists whose goal it is to collect records of 'proper' architecture. 
Architecture and scaffold, it seems, cannot be so easily separated, one 
cannot stand without the other. One effect that this has on the body of 
woman is represented in the image of the "Tower of Labour", by the artist, 
Julie Brown-Rrap. It is a scaffold-architecture-tower that encloses, and 
literally encages the body of woman. 
[see illustration 25] 
Not so, necessarily, for the body of the old frail woman who climbs the 
scaffold to ring the church bell. In this image there is a heightened sense 
of instability, rather than structure, support or imprisonment. In a 
significant sense woman's position is never stable - she balances, she is 
marginalized, she is impermanent. All contradictions between strength and 
illustration 26 
People circling around the church. 
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weakness render the old frail woman who climbs the scaffold, a novelty, a 
spectacle rather than a figure of heroic accomplishment or authority. 
While the architecture of the church makes a vertical gesture towards the 
divine (both through its raised roof form, and through its raised altar) the 
feminine represented in the female figure can only make a vertical 
gesture by and with the scaffold. But the scaffold is not seen as part of the 
architecture. It is an 'event' in which two bodies are entangled, the body of 
woman and the body of the church, in a struggle for access to the Divine. 
The female figure physically climbs up the external face of the wall of the 
architecture. The wall of the church is not her support, her prop, it is what 
she must overcome, corporeally, in order to address the Divine. 
[see illustration 26] 
The old frail woman in black makes a spectacle of herself. She however 
does no t miss the point about the kind of power - patriarchal, religious, 
architectural - is invested in the church. Rather she makes a spectacle 
about that very point.(Morris 1992; 51) 
The moment in which the women's spatial practices produce the interior 
space as an architectural excess, is the moment in which the women's 
bodies are reproduced as servile, subordinate, surveilled, subjected. In 
contrast to the uncontainable movements of an architectural sensuality, 
the women's bodies are disciplined and contained, they are already dressed. 
in the same way that the church is already 'dressed with ornament'. 
Sexuality in relation to architecture is doubly veiled: once through the 
women's 'dressing' of the church, and once through the prior 'dressing' of 
her body for the church. "Dressing" is produced as a signifier of gender 
thereby veiling architecture's entanglement and dependence on sexuality 
and sensuality. The moment she domesticates the space, her body is 
subordinated, she performs these humbling rituals without looking, the 
gaze is to be avoided, she is not allowed to gaze. The Macedonian word. d a 
g u vee s h, describes this particularly feminine way of 'not looking/being 
looked at', which is especially used for young 'brides to be'; a sort of 
sexualised blushing that reduces one's scope of vision through a lowering 
of the eyelids. 
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Women's bodies are already dressed, they are already gendered, and this is 
done elsewhere, outside the domain of architecture. Sexuality and gender 
are assumed to be pre-architectural. In the case of the church it is assumed 
that the law of the church precedes the church building. If architectural 
discourse is strictly concerned with the church building it constructs a 
limit, a border to its engagement with other discourses. It thereby displaces 
discourses that (might) engage with gender and sexuality, as exterior to 
questions concerned with space. For example the question of women-
inside/men-outside is never confronted in its 'combined and compounded' 
sense because the spatial division, inside/outside, displaces the question of 
gender. The church building is established as an architectural 
configuration in the very gesture that it displaces the discourses that 
produced it. As Wigley argues about the house, so too, the church "is 
literally left behind, intact, as if innocent of the violence it appears to 
frame."(Wigley 1992; 331) Architecture maintains its innocence by 
masking its engagement and complicity with discourses that it both 
depends on and which it constitutes (in and of space). 
Unwritten laws that delineate spatial confinements, exclusions occ~pati(jns 
of women during menstruation demonstrate the specific mechanisms by 
which the architectural discourse is complicit with other discourses. 
Women's menstruating bodies are excluded from the church building. The 
architecture of the church guards both these other discourses and itself 
against the female body in its particular states of 'openness' and 'fluidity'. 
By and through the architecture of the church, woman, in her particular 
'openness' and 'fluidity', is excluded from access to the Divine. She is also 
excluded from access to the other women inside the church. Women are 
thus divided by the church wall, the 'white skin'. As I have mentioned the 
'white surface' is most strikingly offended by red, especially the red blood 
of menstruation. The hegemony of the white surface attests to an 
architecture premised on an economy of the same paternal genealogy, this 
economy of the same, Irigaray has described by the term, sang blanc, white 
b I 0 0 d. 20 Thus an architecture of the white surface constructs the 
(paternal) house, 'the white house of God'21, a fortress which constitutes a 
frontier against 'red blood', against sang rouge, a term that Luce Irigaray 
20 There are a number of homophones that Whitford has noted in Irigaray's use of 
sang blanc: semblant - other of the same; and sens - sense as in the five senses. 
21 The other 'white house' of parliament is an architecture complicit with the 
political discourses of government. 
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uses for the maternal genealogy. Menstruation is a reminder of an 
unacknowledged dependence on the maternal body, the child's original 
dependence on the mother's blood in the womb. An architecture that is 
premised on sang blanc, white blood, puts into exile bodies which are the 
remainder and the reminder, of this unacknowledged dependence. The 
white wall is not only a filter, it is also a mirror which has the effect of 
repelling those that are pre-occupied with the processes of the body's 
fluids, with the body's sensualities. In this sense it is an architecture which 
'unhouses' women, although I will be arguing that the 'unhousing' of the 
church is compensated for by the confinement within the (domestic) 
house. As a signifier of sang rouge woman has no space where she can 
move freely, an architecture premised on the hegemony of the white skin 
is both unsheltering and imprisoning. 
For the moment my concern will be an interrogation of the role of the 
architecture of the church in relation to issues of both spatiality and 
sexuality: threshold/frontier, solidity/fluidity, aesthetics/sensuality. The 
cnurchis considered as a threshold to higher spiritual realms, through the 
church the 'door' is open to the heavens, the way is open for communion 
with God, the church is a threshold for an axis to the Divine. In this sense 
the architecture of the church is itself an iconography of a door, it is an 
open door to the Divine. Architecture does not only reinforce or manifest, 
it constitutes a threshold for transcendence. It demarcates the 'spot on the 
top of the mountain', it is a territorial act. 
The crucial question between women and architecture is that of territory. 
Whilst territory might be rendered as either a threshold or as a frontier, 
either as an 'open door' for transcendence or as defence against the 
uninvited, for women the difficulty is in constructing such an architecture 
for themselves, eithe.r figuratively or literally. The difficulty for women is 
about being housed and having space to move freely.22 Woman's body is 
also a 'threshold' during menstruation, it is 'open' to fluidity, to sensuality, 
to sexuality, it is a threshold to the forces of sang rouge, the forces of a 
forgotten maternal genealogy and also of a female sexuality that is covered 
over by maternality. But it is the very construction of this 'openness' 
against which the church closes its doors. Women's menstruating bodies 
22 My use . of territory and threshold is related to Luce Irigaray's introduction to 
the terms, see Whitford 1991; 160 and Irigaray 1993; 100. 
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are constructed as 'pollutant', as 'open' to the 'lower', 'darker' powers that 
are a threat to the 'pure' 'white' 'sacredness' of the church space. While her 
body is open, the architecture of the church closes the door on her, the 
architecture of the church is a 'closed fort', it forecloses the door for 
transcendence, it denies her an axis to the Divine. The architecture of the 
church ensures that the two types of threshold do not meet, it ensures that 
the frontiers of the white place are closed to the red fluid. But the equation 
is not merely that architecture divides the white place from the red fluid. 
Through its act of territorialisation, through its essential colonisation of 
space, architecture imposes a terrain that is always already mapped. Within 
such a mapping the fluidity of sang rouge. the fluidity of woman's sexuality 
and woman's identity is a constant threat. The white church constitutes the 
order against spatial confusion which is explicitly the threat of a mobilised 
female sexuality. This order is precisely architectural. 
Luce Irigaray states: 
Love of sameness is transformed. transmuted into an architecture of 
world or worlds. into a system of .symbolic and mercantile 
excha:J.ges.lt becomes fabrication and creation of tools and products. 
(Irigaray 1993; 100) 
Architecture constitutes the production of an economy of thes am e, an 
economy of white blood. What is at stake, according to Irigaray, is the 
'symbolisation' of the separation from the mother. In this sense 
architecture functions as a threshold for men, as a way to keep the mother 
at a distance. The white church is a dwelling within which the 'father', 
(God?), can engender on his own. he can master the discourse, because he 
speaks in her (the mother's) absence. But woman is not separate or outside 
of this economy - the body of woman has stood for space and for place for 
man, her body is the pre-natal home that architecture attempts to both 
substitute and through this substitution, through this worldly production, 
keep at bay the acknowledgement of his dependence on the first home. As I 
have argued in chapter one and two, the body of woman is thus a 
'container' or an 'envelope' in the service of a male subjectivity, her body 
is a container that he owns, her spatiality is colonised for the production of 
a (male) subjectivity. She is for him, a maternal-feminine who is deprived 
of her own place, and yet always stands for the "place of the other who 
cannot separate himself from it." Thus Luce Irigaray claims, "without her 
knowing or willing it. she is threatening because of what she lacks: a 
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"proper" place. "(lrigaray 1993; 10) In this instance then architecture is the 
house of the male subject which is literally closed to women. Gender is an 
effect of architectural boundaries. 
A (metaphoric and material) cross section of the church building would 
reveal a division between women: on the one side, women preoccupied with 
addressing the Divine, producing an effect of a fluid spatiality, and on the 
other side, women preoccupied with their own bodily fluidities. On both 
sides there are 'fluidities' which are identified with femininity, but the 
wall of the church, the architecture of the white skin is a tight fabric that 
does not have a porosity. The architecture of the white surface is like the 
little wall, a screen onto which woman is projected as man's other, as his 
'geometric prop'.(lrigaray 1985b; 108) Architecture is a territorial act that 
imprisons women at the same time as it banishes other women; it prevents 
women (inside) from touching, speaking to, acknowledging, women 
(outside). Women, Irigaray argues, cannot use the same mechanism for 
separating from the mother as men, without detriment to themselves. And 
yet to leave the threshold unsymbolized means that women .. - fall into a 
fusion/confusion of identity. To simply deconstruct architecture would not 
ensure that woman's sexuality is given space to be.2 3 
The other significant period in which the architecture of the church is a 
'closed fort' to woman is after she gives birth. During and after the birth 
process woman's maternal body is constructed as "fully open," which in 
this situation is seen as both vulnerable and dangerous, it is a condition 
that is 'open' to unknown powers (the powers of the flesh?).(Hirschon 
1981) The mother and child are excluded from the church and confined to 
the house, the site of the birth process, for a period of forty days. This 
period is terminated by a short and private ritual in church in which the 
'mother and child' are blessed by the priest. The creative dimension of 
'openness' is well articulated in the Macedonian culture open to 
conversation, open to good fortune, open to happiness, open to love, open to 
relation. In the situations involving women's bodies and women's sexuality 
darker forces enter this 'open' scene. The antithesis to 'open' is 'closed' 
which is undesirable in this Mediterranean culture; closed is associated 
23 See Whitford (1991;161) on the idea that the little wall prevents woman from 
touching. See lrigaray (1993; 105) on the idea that it closes off love between mother 
and daughter. 
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with withdrawal and isolation, and misfortune, which are perceived as 
social death. "Closed" is literally a lack of space that has no ventilation or 
light, a state of confinement. The phrase "open body/closed 
space"(Hirschon, ) exemplifies the role of architecture in relation to 
women's bodies: architecture explicitly controls women's bodies. Women's 
bodies perceived as 'open' is a trace of women's relation to sexuality. Her 
sexuality is a fluid mobility, it is always in a state of overflowing, and for 
this reason woman has not the strength of identity, to control herself. The 
dark forces are the forces of woman's sexuality, which having the 
properties of fluids IS "continuous, compressible, dilatable, viscous, 
conductible, diffusable . That is unending," and it is endlessly disrupting 
the boundaries of 'woman' .(lrigaray 1985b; 111) As Wigley argues, "she 
endlessly disrupts the boundaries of others, that is, men, disturbing their 
identity, if not calling it into question. "(Wigley 1992; 335) Thus woman's 
own skin cannot control the force of her sexuality, the construction of 
woman is of a weak 'woman-thing' a construct whose sexuality overflows 
the boundaries of her own skin. For this reason it is important that she 
obey external boundaries: tne white cloth of her dress is one such 
boundary. The envelopes of architecture construct external boundaries 
which have the role of controlling woman's sexuality which she cannot 
control (by) herself. Through architecture space closes in on woman's 
open body. As a master discourse of 'proper places' architecture is a 
mechanism for the production, enforcement and maintenance of 
boundaries which exclude, confine, envelop, contain, and control woman's 
sexuality. 
After a period of six months the child is christened. Unlike the first 
blessing of the 'mother and child' which was a private affair, this is· an 
important public celebration for which the mother is not involved and not 
present at the church. The mother stays in the house, while another 
married couple, the godparents perform the rituals as the 'spiritual' 
keepers of the child. The event marks the 'cultural birth' of the child, or 
rather, the birth of the child into a pre-ordained culture. It is a masking of 
the biological birth which was contained within the house and in which 
the mother had a very significant role. Therefore, there are (at least) two 
'proper' places - the church and the house. Woman's body is demarcated 
between these two 'proper' places - excluded from one and confined to the 
other. The church and the house can only be effective in combination, 
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their dependency demonstrates the complex mode in which architecture 
must act to ensure the control of woman's body.24 A number of 
(dis)symmetries between the birth in the house and the birth in the 
church reveal that organisation of space and time produce a paternal 
genealogy and establish the phallus as sovereign source. It begs Irigaray's 
claim that, "a transition to a new age [of sexual difference] requires a 
change in our perception and conception of space-time, the inhabiting of 
places, and of containers, or envelopes of identity."(lrigaray 1993; 7) The 
birth in the house is managed by bebici, midwives. Only women are 
present, the house is a space from which men are excluded during this 
process. The child is born into the house enclosure in which slhe is 
enveloped by women. The house constructs a "proper" place for this most 
"normal" yet "improper" 'female' activity. The role of architecture is to 
mediate spaces, to transform spaces into places of which the implicit 
purpose is to control and privatise women. The birth in the church is 
effectively managed by the (male) priest; the child is born into the 'place' 
of the church through which a threshold to the Divine is symbolised. This 
place thus provides an opening, a threshold to space, to the infinity of God. 
The architecture mediates-between place and ~pace. The child is at once put 
into place and put at the threshold of another space, the church opens the 
door of the Divine in the mother's absence. Architecture imposes the 
mechanisms of opening and closing doors, the door of the Divine is open by 
closing the door of the mother, the opening of the soul is dependent on the 
closing of the flesh. An (an)aestheticized white skin masks the scene of 
(re)production. Architecture is the white laboratory coat of the medicine 
man. 
In the Macedonian Orthodox religion the rituals of the christening are not 
abstracted as in other Christian religions. They are acted out directly on the 
child's body - the child is immersed in water in a large chalice, and is 
anointed with oil, first on already mapped out places (the head, the breasts. 
the belly), and then covered all over. Wine is given to the godparents. The 
body is seen to be 'cleansed', 'purified' of the 'polluting' substances and 
forces - the maternal forces of sexuality and the flesh? Other 'souls' are 
nourished by the maternal body?(Grosz 1989; 152) The fluids - water, oil. 
24 In the case where the hospital and the medical profession takes over the site 
and process of birth the woman's body is already constructed a weak 'woman-thing'; 
the hospital is an architecture for the containment of 'disease', which in the case of 
'birth' must keep at bay the 'disease' of woman's sexuality; 
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wine - are a trace of the other fluids of a (female) sexuality. They are a 
trace of a maternal genealogy - waters, placenta, blood. The cutting of the 
child's hair is a trace of other threads that are cut. Her [the mother's] body 
is erased by repeating differently the birth of the child, she cannot be 
present during the process of her own elision. Undressing and dressing in 
new clothes is the mechanism by which the child is purified. The scene in 
the church is marked by a differance, it both defers to another scene, and 
is different to that other scene: the church is an architecture marked by a 
differance in relation to the architecture of the house. The house masks the 
scene of reproduction, birth is privatised, a time passes, six months, 
(enough time to forget?), the church· is another place, birth is repeated. 
The church masks the scene of production, birth is public, the mother is 
privatised: the birth in the church is dependent on the veiling of its 
dependence on the mother. Architecture is that veil: the differance 
between the house and the church is an effect of a different dress (the 
same process). Gender is an effect of the space-time specifics between the 
house and the church, between forgetting and repeating. Architecture is 
an effect of different dre~ses for the -same occasion, it is an aesthetic effect. 
The questions for an architecture for sexual difference, which are not yet 
theorised though they are pertinent are to do with i) ownership of the 
container which is important to a paternal genealogy in which woman 
loses her own relationship to space-time; ii) sensuality which though 
masked by an aesthetic straitjacket leaves traces that cannot be completely 
erased. Irigaray suggests an imag(ina)ery of muco us or mucosi ty as a way 
to think about the relation to the Divine: firstly "the mucous, is in fact, 
experienced from within. In the prenatal and loving night known by both 
sexes. But it is far more important in setting up the intimacy of bodily 
perception and its threshold for women. "(Irigaray 1993; 109) Mucous is 
therefore related to the threshold that women need. to symbolise, an 
essential if the container in which woman is enveloped is to be opened to 
allow passage in and out, both to contest male ownership of the container, 
and also to give woman her space.(Whitford 1991; 161) If as I have 
suggested, the little wall is a signifier for the role of architecture in the 
control of woman's sexuality, the mucous would then suggest a substance 
which, cannot be projected onto the little wall and which can dissolve the 
wall's transparency: 
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The transparence of the concept would be countered by the non-
transparence, the other transparence of the mucous. Never merely 
something available, never merely a material ready for some hand or 
some tool to use to construct a piece of work. And equally something 
that cannot be denied. That always leaves a trace behind: nostalgia 
for a return to the womb, a wound seeking a place deeper than the 
skin, . Impossible to suppress or forget entirely, without trace, it 
is only in an act that the mucous perceives and loves itself without 
thesis" without position outside itself. The potency achieves "its" 
act which is never set in a piece of work. But which is always half 
ope n.. . This explains the insatiability of one who can find no 
rhythm in the act. The anxiety of the chasm, of the abyss, equally, on 
the part of the man who neither welcomes nor finds a rhythm in the 
act of love. This failure to embrace the mucous leads to the 
squandering of its abundance, the exploitation of its availability, its 
joyfulness, its flesh, or to the abandonment and repetition of its 
gesture or gestures of love, which become broken and jerky, instead 
of progressive and inscribed)n duration. (Irigaray 1993; 111) 
This is an utopian gesture that would require architectural- discourse to 
become 'open' and let be covered over by 'sensuality', as it were: it would 
require the recognition of the traces of sensuality that are never 
completely 'purified' or 'forgotten'; it would require the production of 
architecture to not be thought merely in the 'product' but considered in its 
labours of love; it would require the discourse to recognise that it has 
potency in the spatial practices of place, the inhabitation, the occupation, 
the use, in the act of space, that space is a practiced place; it would require 
that the discourse be always half open to allow passage in and out. The 
failure to embrace the "mucous" is equivalent to the failure for 
architecture to disavow the ownership of the container; the failure to let 
sensuality cover over the little wall leads to an anaestheticized erotics 
which is either an overload of 'white ornament' (plastered nature), an 
exploitation of its exchange value (granite, marble foyers), a desperate 
repetition (historicist rehashing). If it does not embrace what is now its 
excess, architecture will remain forever a tomb in which woman's body is 
buried alive, at best it will be an act of necrophilia, but never an act of 
love. 

illustration 28. 
Zavoj: plan of village. 
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In Ethics, Luce Irigaray suggests that related to the symbolising of the 
threshold for woman is the relationship between mucous and the Divine, 
for: "mucous has a special touch and properties, it would stand in the way 
of the transcendence of a God that was alien to the flesh, a God of 
immutable, stable truth. "(lrigaray 1993; 11 0) Effects of women's spatial 
practices are traces of a sensuality against which the architectural 
discourse guards itself in an effort to transcend into a realm of an absolute 
Truth, a transcendence which requires a severe separation from this 
sensuality as is evident in a historical economy of 'visuality' and 'geometry' 
within which architecture is produced. Architecture relates to the Divine 
through the white surface. An imag(ina)ery of the effects of women's 
spatial practices would stand in the way of such a method for 
transcendence. 
The 'house', that I have noted above, is a significant architectural 
construction for the masking of the scene of the reproduction of gender 
and the issue that I will take up now in a discussion of the practices of 
everyday life within the village space. 
[see illustrations 27 & 28] 
THE HOUSE AND THE VILLAGE 
A (re)production of a plan/map of the village attests to the complex 
arguments of de Certeau, that "the map gradually wins out over these 
figures; it colonizes space; it eliminates little by little the pictorial 
figurations of the practices that produce it."(de Certeau 1984; 121) He is 
describing the spatial practices, the itineraries that were marked on 
medieval maps, 'arts of actions, stories of paces', 'a sort of dance' that from 
the fifteenth century on, the map slowly disengaged itself from. There was 
no map of the village prior to my representation, people follow daily 
itineraries, spatial practices of everyday life, which include mental maps 
interlaced with itineraries. The map is a (material) force of architectural 
discourses, of architecture as a master discourse of proper places, and it 
thus "collates on the same plane [plan] heterogeneous places, some 
received from a tradition and others produced by observation."(de Certeau 
1984; 121) It is a system of representation in which the world is literally 
"flattened out." The temporal dimensions of space and architecture (both 
use and history) are represented as an image of 'fixed' points: temporal 
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relations are reduced to and reconstituted as spatial relations. Historically, 
the map[/plan] is a military system of representation, before it became 
'scientific', geographic and architectural. It is at once an instrument and 
an effect of power, it is produced as a "totalizing stage" by and through the 
erasure of the everyday spatial stories, the journeys, "the operations of 
which it is the result or the necessary condition. "(de Certeau, 1984; 121) In 
this sense maps/plans are a sign of the erasure of spatial stories. 
Architectural discourse thus casts these spatial practices 'off the stage', into 
a pre-history, into a pre-architectural era. They are frequently scribbled 
as notes in the margins of the plan. the section, and in the footnotes, they 
are displaced from the proper place of the discourse. Maps, are "constituted 
as proper places in which to exhibit the products of knowledge,"(de Certeau 
1984; 121) but this knowledge of architecture, as a number of theorists have 
argued, is defined more by what it will not put into discursive practice than 
by what it will.(Ghirardo 1991; Pecora 1991; Wigley 1992) 
In this section I have set up these 'tools' of architectural discourse - maps, 
plans, sections. elevations. photographs as a construction of an 
architectural front-ier. keeping in mind that spatiality as such, and 
especially the architectural project is a determination of frontiers. as de 
Certeau claims: 
From the distinction that separates a subject from its exteriority to 
the distinctions that localize objects, from the home (constituted on 
the basis of the wall) to the journey (constituted on the basis of a 
geographical "elsewhere" or a cosmological "beyond"), from the 
functioning of the urban network to that of the rural landscape. 
there is no spatiality that is not organized by the determination of 
frontiers. (de Certeau 1984; 123) 
The impact of these [planar] representations is however complicated by the 
fact that the village. Zavoj. does not appear as a 'proper' location on the 
'mapped' discourse of architecture. Due to its non-place sta~us in relation to 
the mapping of the globe, the village is perhaps more precisely, a journey, 
rather than a place. it is an "elsewhere." This is further complicated by my 
position which is authorised25 by discourses of architecture, by the 
(il)legitimate mode of research within a dissertation, and yet, perhaps, 
entangled with this search is an embarkation on a journey, which was not 
25 The poststructuralist position of the 'death of the author' is also complicated 
by positions of 'migration', questions of ethnicity, identity. 
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planned, and which is not part of the (il)legitimate plan. My position is 
complicated by the 'spatial stories' of childhood.(de Certeau 1984) 
There will be a [textual] struggle against the architectural frontier in 
which 'inhabitations', 'uses', 'practices', 'making do' in and of space will 
produce 'another spatiality'.26 These are spatial stories which. speak of 
resistances, pleasures, magic tricks, as well as the lived 'everyday' 
conditions of systems of surveillance, of maps/plans. They speak of the 
complicity between architectural discourses and other discourses in the 
construction of concepts of gender. It is not that these constitute an 
authentic "forgotten" architecture and the maps are merely an artificial 
and reductive construction, rather it is a question of the institutional limits 
to architectural discourses. There is no such 'autonomy' of the different 
spatialities, nor is there a symmetry of power. It is a question of 
dependency - the spatial stories have been and are dependent on the global 
map - not in abstract terms, but as a lived condition of the en masse exodus 
from the village to "proper places" on the map. But the dependency works 
the other way too - maps are dependent on spatial stories as 'conditions for 
their possibility', although asymmetrically because it is a dependency that 
is unacknowledged. It is a question of what the architectural discourse 
specifically refuses to say due to its methodologies of representation. 
This struggle, however, is not a superimposition, an overlay, nor is it a 
confrontation in the traditional militaristic sense, rather it is a sort of 
slippery weave, in which the spatial stories are potentially everywhere 
even though they are not located anywhere. It is possibly a tactic in which 
a migrational mapping slips into the clear text of the planned and 
representable architecture and urbanism of the village, with a similar 
intention to that of de Certeau: 
Escaping the imaginary totalization produced by the eye. the 
everyday has a certain strangeness that does not surface. or whose 
surface is only its upper limit. outlining itself against the visible . 
. Within this ensemble. I shall try to locate the practices that are 
foreign to the "geometrical" or "geographical" space of visual. 
panoptic. or theoretical constructions. (de Certeau 1984; 93) 
26 See Irigaray (1993) on 'inhabitations'; Lefebvre (1991) on 'uses'; de Certeau 
(1984) on 'spatial practices' and 'making do'. 
illustration 29. Women's meeting places. 
illustration 30. Women on logs. 
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The discourse of the plan makes a 'tum' and precisely a 'return' to the 
methods of textiles, it results in a 'woven' discourse, a discourse with a 
roughness, a texture, an erupted surface.2 7 
[see illustration 29 & 30] 
The goddess can be recognised by her step. (Virgil, Aeneid, I; 405. 
cited in de Certeau 1984; 97) 
The chorus of idle footsteps. (de Certeau 1984; 97) 
Where on the plan of the village are women's meeting places, where are 
the sites for women's gatherings? Often the women are walking somewhat 
aimlessly within the village space, their meetings are 'spontaneous', and 
they 'make do' with the site, selecting somewhere to sit. These sites could be 
a pile of logs, an unused cart, some benches by a house. There are no 
prescribed places for women's meeting, rather its 'spontaneity' is more a 
result of placelessness, a result of not being represented on the plan. The 
women walk,. they are walkers, and they make use of spaces that cannot be 
seen in the plan. Nonetheless, everyday, and in contradiction to their 
seemingly pre-destined, pre-mapped lives, there are stories and 
contradictory movements, spatial trajectories, meanderings, that traverse 
across paths and places. These stories slip within the 'geometric' ordering 
lines, they are the 'aimless little pleasures' that sneak out of the scope of 
the panoptic vision. They cannot be marked on the plan, without the 
transparency of the rational white surface, they cannot by monitored 
because they do not really exist. Women's spatial practices weave places 
together and effect a proliferation of meeting sites. It is impossible for the 
plan to sustain such an exacerbation of spaces. Such sites have no 
definition as place until the women meet there, it is through their 
practices that spaces are transformed. Thus women's meeting sites are at 
once non-existent, not on the plan, and yet exist everywhere in space. 
Through the construction of boundaries, geometric enclosures, proper 
paths, architecture establishes a frontier against "aimless pleasures", all 
pleasures, all movements, according to the plan of the village are pre-
determined by spatial frontiers. This does not mean however that they do 
not exist, "they are at work everywhere," intertwining with the 
2 7 The daughter becomes 'son' in her role of author. 
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'architecture.' Spatial stories, argues de Certeau are "treatments of 
space."(de Certeau 1984; 122) 
There are architectural traces of a different time, different places and 
spaces. The above descriptions are within the conditions of "post-
colonialism/post-migration" in which the village is 'underdeveloped'. 
There are not more than thirty people who live there, all elderly, it is a sort 
of 'retirement village' by default. I want to retrace some of the historical 
'architectural elements' that participated in specific ways with other 
discourses in the construction of concepts of gender. The chardak and the 
c h e sma (village tap) are sites traditionally established as women's 
communal space. 
CHARDAK28 
In the traditional architecture of the Macedonian house, the chardak is an 
intermediary space - it is sheltered by the roof of the house, but at least a 
large part of it is not walled in. Typically, it is a space on the upper level, 
that weaves its w~y in between enclosed odaji (rooms), and emerges at the 
'ends' of the house, as in the old hOllse- of M. Tasevska~ in Zavoj (shown in 
plan/section). The chardak is not merely a transient or circulation space; 
its generosity of dimension and elaborate ornamentation are architectural 
traces of other uses. 
[see illustration 31] 
In between the private rooms (bedroom/livingroom/kitchen/brother's 
family) the chardak is constructed as a space of lightness, visibility and 
exposure that mediates between spaces of different privatisations, 
darknesses and secrets. It is the interval in between privatisations. The 
chardak is also the intermediary space in between the public road and the 
private domestic space, it is neither outside nor inside, visibility is 
established in terms of distance and height. Therefore, in between 
different privacies and in between public and private, the chardak is 
28 See Dysan Grabrijan (l986)The Macedonian House, especially pp.114, 223-
229; Jasmina Hajieva-Aleksievska & Radomil Volinej (1988) Lamenti Za Veleshkite 
Kyki. I would like to acknowledge Zora Blazevska, (architectural historian) and Georgi 
Konstantinovski (Dean of the Faculty of Architecture in Skopje) for their assistance to 
VISIt some traditional Macedonian houses in Veles and Stip. The traditional Ohrid 
Macedonian house is quite distinct from that of Veles and Stip. 
illustration 31. Chardak 
ill\U \ \ 11 } \ \ \ 11 h \ \ I ) U1JhJLiL 
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caught within an organisation of space which is already engendered and of 
which it is both an instrument and effect. The chardak is the 'go-between', 
a space which is caught up in other [people's] affairs, and therefore a space 
which is occupied by desire or rather onto which desire is projected. This 
desire is within a phallocentric economy of divisions and tensions between 
private and public, it is a desire that is situated in the attractions, tensions 
and actions occuring across a space, across an emptiness. The chardak 
constructs the displacement of the subject(s), the other [subject] is up or 
across, it enforces relations of projected nearness and distance. It is a space 
that is subjected to the gaze but that also induces a gaze that subjects. The 
roof over (shelter from the light source as well. as weather) and the timber 
fretwork produce a veiling of the chardak space; visibility is mediated by a 
screen. The gaze has a screen onto which subjects can be objectified. Desire 
is a projection on this veil. Possible relations between subject(s) are 
mediated by a space, a screen which produces objects for desire. 
Architecture is a mechanism for the objectification of desire. 
The c hardak is historically identified with femininity: it was the site for 
women's domestic chores, for labour, for work, for sustenance; it was the 
site for women's feminine practices - knitting, embroidery, needlework; 
and it was the space for women's social activities (drinking coffee and 
having slatko). It is the space in between, in which femininity was 
constructed, monitored and controlled. Architecturally, the chardak is the 
negative space in between two forms (the rooms), it is the slit in between. 
Walls enfold around the chardak, as the architecture enfolds around the 
women, leaving two ends open, or rather one veiled/screened and the 
other comprising the entry, a door. The screen and the door regulate the 
two poles of (female) sexuality: untouchable and always available.29 These 
two ends comprise the front and the back, the public and the private, the 
visitor/stranger and the familial. Femininity is held in tension between 
the two ends of the chardak space: between the door and the screen, she is 
constructed as private property and as the object of desire (for every man). 
She is between ownership and a veiled visibility. 
29 This simple equation is complicated by the fact that the rooms on either side 
were occupied by each brother's family, which meant - on the one hand, that beyond 
the chardak a different space of privacy mediates penetration, and on the other, that 
the chardak signifies the first envelope of penetration which is demonstrated in the 
custom in which a wife is passed onto a brother if the husband dies. 
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The subject of desire is masculine. Desire functions by and through the 
gaze. The chardak is a space of seduction, it lures subject(s) 'just to look'. 
Penetration is another matter: the stair is already within the space of the 
familial, already within the folds of domestic space, consent is already 
assumed. But penetration involves a momentary lapse of the gaze, for a 
moment the subject is under the chardak in darkness and nothing to see} 0 
The stair rises in the middle of the c h a r d a k . As with the church, the 
phallus occupies the centre of the spatial envelopes, it[he] is the only 
active member. Whilst the women inhabit and use the chardak, the stair is 
a negative space, it recedes downwards, 'an absent phallus'. The subject 
(the man) is the only form that emerges from the stair into the chardak. 
The c h a r d a k constructed as a feminine space inhabited by women is 
penetrated by the stair, the stair is the (architectural) support for a man to 
rise (to the occasion). Gender is an effect of architecture in which a trace 
of the sexual act both veils sexuality and reproduces the power of a 
(masculine) subject. 
CHESMA 
The village tap is an architectural trace of a forgotten practice - women 
gathering in the evenings to fill their stomni with water. This practice has 
generated a cultural production of songs, tales, legends, theatre, paintings, 
it is a significant practice in the history of Macedonian culture. The style 
of the village tap in Zavoj has traces of a Roman architecture, which is not 
to guarantee that it has been around since the Roman times, but that it is 
architecturally distinct from everything else in the village; it is an 
architectural trace which lends itself to a deferment about origins) 1 
Unanswerable questions - which came first, women's practice of gathering 
to collect water, or the village tap, gender or architecture? - emerge with 
such incongruous architectural traces. My interest is in the (re)production 
of specific gender constructs as an effect of architecture, an interest in 
which the notion of origins is problematised through a discussion of 
dependency of concepts, spaces, and the body of woman.3 2 
3 0 In the house of M. Tasevska, entry through the door at the 'private' end of the 
chardak does not engage with the gaze which is constructed by the screen; only 
penetration by a 'stranger' would involve a lapse of the gaze. 
31 The story goes that the 'old village' (staro selo) site is at the crossroads of a 
major thoroughfare for merchants travelling from Rome to Constantinople, Via Ignatia, 
which also went through Ohrid, then known as Lichnida. 
3 2 See my section on 'Metaphor', and Best 1993; 33. 
illustration 32 
Chesma (village tap ,top) & household LOp (boltom) 
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[see illustration 32] 
The village tap is a central site in the spatial organisation of the village, a 
significant place in the structuring of power. It is perhaps a strategic site 
which deploys a system of surveillance: the women's journey from the 
house to the tap is watched, monitored, controlled, it has the configuration 
of a deterministic line on a map. The village tap is the source of water, it is 
the source of nourishment, but it is also a system of "purification." Mary 
Douglas gives an account of the role of water in religious symbolism in her 
seminal text of 1966, Purity and Danger, she quotes Eliade: 
In water everything is 'dissolved', every 'form' is broken up, 
everything that has happened ceases to exist; nothing that as before 
remains after immersion in water, not an outline, not a 'sign', not an 
event. Immersion is the equivalent, at the human level, of death at 
the cosmic level, of the cataclysm (the Flood) which periodically 
dissolves the world into the primeval ocean. Breaking up all forms, 
doing away with the past, water possesses this power of purifying, of 
regenerating, of glvi:ng new. birth . . Water purifies and 
regenerates because it nUllifies the past, and restores - even if only 
for a moment- the integrity of the dawn of things. (Eliade, 1958; 194. 
cited in Douglas 1966; 190, my italics) 
Through the technologies of architecture and engineering water is 
contained and directed, the path of water is pre-determined; the 'natural' 
formlessness of water is given a form and a direction. If water purifies 
because it 'nullifies the past', then by and through the village tap women's 
role in 'purification' is one in which her body must be purified first before 
she can nourish her family with water. At the tap the women wash with 
the water before they fill their s tom n e. The 'sins of the flesh', of that day, 
are absolved in this practice, the body is 'nullified' and cleansed of its past. 
The tap is an architecture which constitutes water as a system of 
purification in which women's bodies are cleansed daily of the sins of the 
flesh. Moreover it constitutes this activity as a 'public' event, the 
purification of women is staged in the centre of the village. 
The village tap constitutes another mechanism in which (female) sexuality 
is veiled over by a white cloth; sexuality is covered over by a white filter of 
purification. Water that is uncontrollable and uncontainable becomes a 
deluge, architecture transforms this potential into a filtering system which 
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produces gender by covering over sexuality. The feminist anthropologist, 
Michelle Rosaldo, states: 
Groups of these [Spanish] women gather during the day at the 
fountain in the centre of the village, defining the centre as their 
own. As is the case elsewhere in the Mediterranean, they see 
themselves as purer, more moral and stable, than men. and men, in 
the fields or the bar or the cities are rarely in sight. Their dazzling 
white sheets and severe sexless garments testified to their purity. 
(Rosaldo 1974; 38)33 
Women are constructed as the gender that bears the 'purity' of the white 
cloth. the village tap is the site at which the white cloth is displayed. The 
architecture stages the exposure of the workings of the white cloth, it is a 
spectacle of a system of purification: the white cloth is fetishized. Water. a 
potentially uncontainable element is thereby reconstituted through the 
architecture of the village tap, it is used to veil female sexuality: she 
cleanses and purifies her own body within the gaze of the whole village. 
Architecture depends on the veiling of its dependence on sexuality as much 
as it depends on the veiling on its dependence on the water in its potential 
state of formlessness. 3 4 The village tap exposes that the construct of the 
body as pollutant is specifically lived out by and through the female body. 
it is she who daily/nightly, at that time of twilight. returns to the centre 
stage for purification. 
One of the culture's most significant songs. "Biljana Platno Belese," is a 
parable about a woman washing and whitening the white sheets by the 
lake of Ohrid.3 5 A 'caravan/cart' of (white, clean) townsmen36 approach. 
she addresses them: "Becareful you do not trample my white cloth ... it is 
my gift to my [future] mother and father in-law." They respond: "If we 
trample on your white cloth, we will pay with red wine. "37 The woman 
3 3 Where there was a river/creek nearby. the village tap was not used for washing 
white sheets and white kosuli (undershirts).· 
34 It is specifically because water is able to transform other 'dry' materials such 
as dirt and cement into 'binders' that these houses can be constructed. 
35 The word belese has both the meaning of washing and whitening. Another song 
about the separation between mother and daughter uses the imagery of the cherry tree: 
Chereshna od koren, korneshe; majka od kerka deleshe. It is sung as the last song at 
weddings. 
36 City people wash everyday, therefore they are white. Hygiene divides pure from 
impure. 
37 Red wine (female sexuality) is given over to men. as their property and 
propriety. 
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refuses the wine, and instead declares her interest in the man who steers 
the cart. Thus woman is construed by the white cloth, she is pure; her 
desire is not for wine, a Bacchaen sexual pleasure; her white cloth, her 
pure womanhood is a gift exchange for a paternal lineage, and the 
sacrifice is her [sexual] pleasure. But the wine is red, it is red for the red 
blood of a maternal genealogy; in wanting 'marriage' she discards her 
maternal genealogy. In whi tening the sheets woman is ready for san g 
blanc, the white blood of a paternal genealogy, of semblance, in which the 
white cloth veils sexuality, and is also a trace of that other veil, the little 
wall! hyme n. 
All this is part of the plan, it is a system in which, through architecture a 
regime of a "proper place" is established which is explicitly a mechanism 
for the surveillance of women. However, stories of detours from the linear 
path between the house and the village tap reveal that there were other 
uses and 'treatments' of space. The village tap is also an architectural trace 
of "detours of pleasures", illicit female sexual pleasures that were not 
detected by the 'white cloth of purity' or rather that -were allowed to pass 
through the fi-Iter unnoticed. It is in this sense that the village tap is 
imprinted with a wildish sexuality, revealed in the retelling of these 
stories, and it is in this sense that the 'plan' of the village with the tap in 
the centre takes a 'turn', it takes a tum in that all these 'detours' emerge on 
its surface, as remnants of another weave. The village tap is not a 'centre' 
as such, it is many threads of water, criss-crossing the pre-determined 
path, traces of detours. It is uncertain which of these 'detours' are actual, 
everyday occurrences, which are fantasies and which are legends, but the 
secrecy with which they are released is a sign of their illicitness. A 'plan' 
is a representational system that puts a white sheet over such 'detours', 
illicit sexual pleasures of women remain under this white sheet with only 
the system of boundaries applied to its surface. Architecture depends on the 
veiling of its dependence on sexuality, only once this veil is established can 
a representational system be applied to its surface. It is architecture as a 
representational- system which is an application onto the white surface: 
architecture therefore is 'dressed' with a plan, rather than with ornament. 
Ornament is are-dressing. 
There is in this situation a number of 'cross-dressings' by which I mean, a 
number of gender crossings. If the spatial practices of women are signified 
265 
as feminine, then the white sheet (or the little wall/hymen) is an effect, a 
veiling of sexuality within the economy of the sam e, (white blood); 
architecture in this sense is construed as a 'woman', a naked woman who is 
always already dressed in white. Now, the effect of the 'plan' on this white 
sheet is somewhat of an armour, an excentric skeleton, a protective 
structure that is applied to the white sheet: it is a masculine dress. 
Archi tecture as a woman appears as a man, a warrior. Finally, the 
ornament is a redressing of the warrior, transforming him into a seductive 
woman that once again seduces man. For this reason ornament must again 
be subjugated - a process in which the threat of ornament is always there 
for the architect, as the threat of woman is always there for man. 
The above are descriptions of detours of sexual pleasures, what is even 
more veiled are stories of women's social pleasures. Everyone knows that 
the women took way too long at the village tap, and that the reason they 
took too long was their uncontrollable gossip. Women and men both see the 
women's idle chatter as gossip but it is only the men who do not participate. 
The village tap is a 'proper place', and though this was structured by a. 
mechanism of purification, at the same time, women enjoyed in the 'idle' 
chatter of other women, establishing it as a site of women's social 
pleasure/power. A proper place is threatened by gossip. I am not intending 
to construct "gossip" as a form of resistance, but that it is a treatment of 
space that is not within the regime of the 'proper'. It is not only that the 
men do not know what the women talk about, (no doubt they say things that 
are not repeatable) but that the women 'enjoy' the company of other 
women. Architecture cannot ensure the control of gender: treatments of 
space slip into the clear structure of the plan, producing an architectural 
excess that cannot be sustained by existing systems of representation. 
Architectural traces are also substitutions for what has passed. The plan on 
which is marked the chardak and the village tap, are as de Certeau argues, 
"the thick and thin lines" which only refer "to the absence of what has 
passed by:" the spatial practice of working on the c hardak and collecting 
water at the tap. Even underdeveloped mountain villages have monuments 
and ruins, tourist attractions, which appear on the same plan/e, 
compressed onto the same surface as the architecture that is still in use. 
Temporal relations are compressed within a flat planle; the plan collapses 
history, itineraries, journeys, within the one imaginary space defined by 
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the very architectonics of its surface. Architectural representation 
becomes anti-historical, anti-temporal, because of its omni-historicity; its 
subordinates temporal relations to the spatial unity of the one surface. It is 
a system of representation which substitutes memory for forgetting 
because in representing 'proper places'. it erases the spatial stories, the 
journeys, the tapestry of movement. fantasy, magic, and [illicit] sexuality, 
as de Certeau argues about the map [plan]: 
Itself visible, it has the effect of making invisible the operation that 
made it possible. These fixations constitute procedures for 
forgetting. The trace left behind is substituted for the practice. It 
exhibits the (voracious) property that the geographical system has of 
being able to transform action into legibility, but in doing so it 
causes a way of being in the world to be forgotten. (de Certeau 1984; 
97) 
Since a hydraulic system was installed in the village in the 1950s, each 
household is serviced with their own tap. Individual taps have substituted 
for the central village tap. Taps mark the segregation of households. The 
only trace of the c hardak in the architecture of the recent houses is the 
porch (occasionally a small verandah); intermediary space is squeezed out 
of the 'modern' configurations of space. Present concepts of gender are an 
effect of the privatisation of space, but privatisation is culturally and 
spatially constructed. 3 8 Privatisation does not necessitate total 
interiorisation, although this is how it is construed within Anglo-American 
architectural discourses. Architecture as a mechanism of control of women 
lends itself to complex and weaves of privacy and exposure, different to the 
neat bourgeois division between the house interior as a space in which 
woman "maintains the. very surveillance system she is placed in and by," 
and exterior space.(Wigley 1992; 341)39 There is no such clear interiority 
in the village. Rather, dotted. around the house proper are a number of 
'outbuildings' which establish a domestic domain, that is spatially both 
inside and outside. The taps are located outside the house proper and yet 
within the domestic domain of each household: surveillance is an effect of 
3 8 My studying inside the house established a completely new form of privacy -
the 'study closet' as Wigley calls it. a space of immaterial knowledge. 
3 9 I do not disagree with Wigleys analysis which is a significant contribution to 
the relations between gender and discourses of architecture; My point is that there are 
different modes in which architecture constitutes the privatisation and domestication 
of woman, other than the situation of the bourgeois interiorisation, as though it has 
existed always and everywhere. 
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public visibility and private activity. the village watches the woman as she 
watches herself washing up on her own. Whilst the individual tap 
privatises woman, she is nonetheless subjected to supervision by the 
public. These privatisations are mingled, 'mixed up' with the construct of 
the village as an urban and architectural configuration, and its 
mythological and legendary origins. 
The story of the origin of the village comprises 'two' scenes, one involving 
the 'body of woman' and the other, the 'construction of space' based on 
existing structures. Everyone in the village knows the story: One day, a few 
hundred years ago, the woman serving at the inn laid the table ninety-
nine times for hungry traveiling merchants. At the end of which she had 
nothing left to feed anyone. A group of Turks40 stopped on their way, 
demanding food and drink. Angered by her inhospitality they slaughtered 
her, put her in the sac41 and had her for dinner. Fighting broke out and 
the village folk disbanded towards Prilep, Bitola and Ohrid.42 Three 
brothers settled at the site where they had overnight kosari (shepherd 
huts) and established the present village of Zavoj. 
The initial reaction to this story is horror, initially it is a horror story: 
because woman could not give anymore food, her body was consumed. Then 
it turns to reconstruction: a new village was established Lets circle around 
her. Her own men folk took revenge after her body is devoured. They 
waited till the foreign men were well fed and nourished on their woman? 
Once her body is devoured the foreign and familial men fight one another. 
Where is the woman? She disappears in the text, which enables another 
'scene' to take place: the founding of a site and the construction of the 
village. The kosari are 'secret' men's sites, women do not know the 
whereabouts of these sites. Women have no access to the knowledge of how 
to claim their own territory. What is going on here in terms of the origin 
of architecture? There are two conditions necessary: in order for men to 
establish the village. the body of woman (who can nourish man no longer, 
he needs his own 'spatial' origins?) must literally become 'food' herself. 
She is the matter on which the narrative of territorial conflict between 
men is based. Secondly, the kosari, men's 'secret space', is the spatial 
4 0 This is a reference to the occupation of Macedonia, by the Ottoman Empire, for 
five hundred years. 
4 1 This is a traditional cooking pot set into the earth with hot coals. 
42 Three towns in the vicinity of the village. 
268 
condition on which other constructions - the village - can be established. 
She literally becomes food for thought, she is the 'stuff of spatial origins. 
This legend is assumed to precede the village, in the same way that the law 
of the church is assumed to precede the architecture of the church, the 
church building. The village is a construction of/for man. This legend is 
reproduced daily in the spatial practice of men leaving the village 
boundaries for the day and expecting that the women will have dinner 
waiting for them on their return. One response by a woman (tongue in 
cheek) was, "As though I haven't been working, I have to make him 
dinner." She does. 
The village thus assumes two roles: man's property and a system of 
surveillance. In assuming space as property, there is no possible exercise 
of jre e do m for either man or woman, although each is positioned 
differently in relation to the village as man's property. Man is locked into a 
relation to architecture in which he repeats the movement of separation 
and return, of absence and presence. Whilst to leave the village is a 
necessary j 0 urn e y for the construction of man, his ownership of the 
village is also a bind, it insists on his return. The village is constituted as 
property through the construction of boundaries, fences, signposts, 
borders, roads, paths, walls. Space as property is established by the 
intersection between enclosed spaces (walls and fences), and a system in 
which land is passed along a paternal lineage. Urbanism and architecture 
are involved in the production of gender that they appear merely to be 
affected by. The house and land belonging to the father is divided into 
(equal) segments for the sons, these segments are then split again for the 
sons of sons. The binding relation to property is exemplified in the sons' 
utmost concern about the ownership of every square centimetre of land 
even though the sons of the sons, or even the sons themselves do not live 
there. The house provides a 'proper place' for their return. Although there 
are no clear documents of the ownership of the land, the land in the whole 
vicinity is mapped according to ownership and paternal lineage. To this 
day there is much feuding about where the exact line should be drawn 
between sons' property, an uncanny repetition of the original fighting 
over the territory after woman's absent body. 
The intersection between the discourses of architecture and property 
produce an architectural excess, a fetishization of architecture as property. 
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In other words, limiting what architecture says about itself does not mean 
that its 'unlawful' exchanges with other discourses are not in the end 
exposed. The incongruous combination of migration and property 
ownership has produced a built environment of confusion, contradiction, 
and structural rawness. The architecture of the village comprises of over 
one hundred houses of which about eighty are left to collapse. Entangled 
with this is a haphazard mixture of unfinished new houses, reinforcing 
rods protruding (like a stake that is driven through the house), tiny mean 
new houses that are always locked up, comers of an old house demolished 
and a new fragment rebuilt which literally is just millimetres away from 
the old structure (a son of a son reclaiming his segment). It is an 
architecture in which ownership is not masked by a woman who maintains 
and preserves the space while the man is away. The architecture is not 
'dressed with a woman', nor is it nourished by the body matter of woman. 
Without the mask provided for by 'woman' architecture is exposed in its 
binding deals with the discourses of property, of exchange value.4 3 
Architecture plays the role of the 'con-man', ready to make a quick buck, to 
be millionaire just for a day, a gambler. Architecture is undomesticated or 
de-domesticated. it is merely a process of building, like a figure of a man 
who is not a 'proper husband', who is not 'house-bound'.44 
Space established as property is a mechanism for containing her; whilst he 
is locked into a relation of absence/presence, she is imprisoned within his 
regime of proper places and property. Intersections between a set of nested 
boundaries45 and divisions of territory between men establish the spatial 
envelopes which are her container. Woman is contained within the spatial 
envelopes owned by man. She does not have space of her own, which 
means that not only is she the servant to his property, but that she is 
conflated with the ownership of his property. He owns the container 
which represents her identity. This is exemplified in the spatial 
relocatibilty of woman: women move from the house owned by their father, 
43 I am referring to both the construction of 'woman' as other to man, and to 
gender, women who maintain the domestic space while the men are away. 
44 This is paralleled in the stories of men leaving their village and not returning 
or sending money back to their families. Many stories tell of their not so 'domestic' 
ventures, gambling all their money, taking other wives. The word domakin has very 
strong associations with the house focus of a 'husband'. 
45 See my article "Gender and Architecture in a Macedonian Village," in Exedra, 
vol. 1, no. 2, summer 1989, for the use of this term, although it is similar to Wigley's 
use in 1992. 
illustration 33. Plan of domestic domain. 
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to the house owned by their husband, to the house owned by their son. In 
each movement her identity is construed by the ownership of the house, 
her container. The wheat fields, the village edge, the public roads, the 
domestic domain, are a series of nested enclosures within which women's 
spatial movements are monitored. Architecture is a nested system of 
enclosed spaces which constitute the envelopes of the gendered identity of 
woman. Rather than merely manifesting a pre-existing division of gender, 
architecture is involved in the production of the envelopes which 
constitute gendered identities. 
This system of representation does not only effect an erasure of past ways 
of being, but also of present uses, inhabitations and occupations of space. I 
will turn to a study of the kyka, the house and its surrounding domestic 
domain. Whilst the plan(s) and sections precede the text, my attempt, as 
before, is to discuss women's spatial practices and architectural ornament, 
rendering these as an architectural excess, which exacerbates the planar 
representations. 
The village is itself a product that needs to be reproduc-ed; it is a process Qf 
reproduction which renders woman its essential labourer.4 6 Thus within 
the enclosure of her domestic domain, each woman is pre-occupied with 
maintenance, cleansing, and a (re)production of the domain in order that it 
remains domesticated. Woman is pre-occupied with/by domestic space, 
rather than occupies it. The other side to the story of the exodus of the men 
from the village in the search for industrial work is the story of the women 
who stayed, who worked both the men's and women's work, and delivered 
babies after each visit of their husbands. Some women recall with humour 
moments of their trials and tribulations: "with your child in your arms, 
komat (bread) on your head, a bag slung over one shoulder, you took off for 
a day's harvest." (Donka, conversation 1988) Life in the village revolves 
around work, the saying that 'women's work is never done' is a trace of the 
dependence of the domestic domain on woman: she reproduces the 
enclosure within which she is domesticated. The domestic domain is 
produced by intersections between work/labour and space. architecture is 
4 6 I think the difference between my emphasis on labour and work, and Wigley's 
oversight of labour and work is one of class; an analysis whose subject is the bourgeois 
woman does not consider divisions between women, women who reproduce the domestic 
domain rather than merely oversee its reproduction. 
271 
the product by and through which woman is kept pre-occupied. Through 
her labours woman reproduces the system which contains her within it. 
The domestic domain comprises of the house proper, and a number of 
outbuildings: the barn, the 'summer' kitchen, the sac room, the pig house. 
These buildings are not positioned within a strictly 'pri vate' territory, 
rather their locations are divided by the roads and paths to which everyone 
has access. Public roads and communal paths cross private domestic 
domains such that a sense of visibility of the private domestic domain is 
established. In addition, women's daily practices set them in constant 
movement from one 'site' to another, women move across spaces: to the 
barn, inside the kitchen, to the pig house, to the vegetable garden, inside 
the house, sometimes to the shop and the edge of the village (to check on 
the cows).47 As Wigley argues about the 'private' house, so too the domestic 
domain of the village "contains an overt reference to architecture's 
complicity in the exercise of patriarchal authority by defining a. particular 
intersection between a spatial order and a system of surveillance which 
~urns on the:. question of gender." (Wigley 1992; 332) The spatial ordering of 
the house and outbuildings functions as a system of surveillance through 
exposure. Rather than the architecture literally interiorising woman, it 
sets her in a constant motion, through which she is not only never 'out of 
sight' for very long but is also see n to be working. Exposure operates as a 
collective witnessing: the public/private criss-cross, the density of 
buildings, and the system of outbuildings constitute a spatial structure in 
which to be not seen to be working would mean that a woman has lapsed in 
reproducing her domestic domain. She has also lapsed in the daily 
domestication of herself. In not being seen to be in constant movement she 
is not maintaining the reproduction of her domestic space: the. village will 
disintegrate because it depends on the maintenance oflby woman. The 
spatial structure is one that _ is easily policed because of its non-
interiorisation - any woman is subjected to the random gaze of another 
woman passing by - the women are turned into private detectives. Thus the 
specific layering of public and private space produces a system by which 
women's domestication is on display: the architectural ordering exposes 
47 This was the case during summer months, no doubt the architecture would be 
involved differently in the construction of gender for the winter. 
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her as its keeper, and it is this exposure, rather than an interiorisation that 
entraps her.48 
Different classes of women are produced as an effect of their different 
positions in relation to a system of surveillance constituted through a 
spatial ordering. Whilst working or peasant class women are themselves set 
into motion in between architectural sites, a woman of the middle class 
might literally become the manager of the house and the household that 
reproduces its effect of domesticity, as Wigley argues, "The wife assumes 
this burden of internal surveillance as the "overseeing eye" monitoring 
the house," a relation to the house which causes other women to be set in 
con-stant motion and supervised. In this situation the wife literally 
administers the "law of the father" as a system of spatial order, ensuring 
that each thing is in its proper place. Intersections between architecture 
and systems of surveillance do not only produce divisions of gender, but 
also divisions of class. 
The women's movement between outbuildings is -indeed a shuttling in 
which her -body is the reel of th~ead that in movement produces a weave of 
all the dispersed buildings. Through the movement of her body the 
domestic domain is produced as a unity, a well-functioning unified front. 
Her movement produces a complex knit of the domestic space in which her 
body is totally enmeshed. It is as though each of the outbuildings is 
incomplete without her. As Wigley argues the very places cried out to be 
attended to, to be maintained, to be cleansed, to be reproduced, establishing 
a spatial system that is itself "a mechanism of detection . . . The house is 
itself a way of looking, a surveillance device monitoring the possessions 
that occupy it. It is really the house, provided by the man, that stands in his 
place. It is his eye. The wife merely maintains the very surveillance system 
she is placed in and by." (Wigley 1992; 341) In the situation of the domestic 
space of the village the possessions that are being monitored are the 
animals (cows, chooks, pigs), rather than possessions of a bourgeois house. 
The point about woman's shuttling is that architecture is incomplete 
without woman, the architecture is subjected to and dependent on the 
mechanism of domestication that it entraps woman with. Without 
domestication by and through woman the house/village would· fall into 
48 While this is a similar point to Wigley (1992; 341) the argument and the 
situation are quite different. 
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ruin. Like a fallen woman, the architecture would lapse into 'improper 
maintenance', into architectural excesses or just plain material/corporeal 
disintegration. 
The representation of architectural boundaries in the plan is entangled 
with the daily movements of the women, the architecture is reproduced as a 
highly bounded space, but one that is like the surface of a ball of wool 
rather than a smooth white flat surface.49 Her daily movements are a 
display of her domestication, but one in which she merges with the space: 
her rapid movements blur the boundary between her body and the 
architecture. Especially in the specifics of her movements in between 
buildings and through doorways between inside and outside, her body 
momentarily fills the space in between forms, in the former case and 
momentarily passes the space of the threshold in the latter case. If as I 
have argued, desire occupies the space in between, a desire which is held 
in tension across two forms, then the woman's movement in between 
buildings signifies that desire is itself a woman, but one in which her 
unattainibility is fetishized. In the latter case woman is herself incessantly-
crossing the threshold, but whose threshold is this, a threshold that is 
marked by an architectural enclosure? If architectural discourse is 
entangled with a paternal genealogy then this th~eshold marks the edge of 
the container of woman that is owned by man, this is his threshold, and his 
ownership is reinforced daily on his return when the woman and the space 
are ready to receive him. Is her incessant crossing of the threshold then a 
perverse practice of woman penetrating herself? Within the intersections 
of architectural and phallocentric discourses woman cannot symbolise her 
threshold.50 
Women are always within the village edge and mostly within the domestic 
domain. Through the construction of boundaries, enclosures, proper paths. 
architecture constitutes the security against spatial confusion, against 
woman f<:>rgetting 'her place'. Architecture assumes the role of woman's 
excentric container. a system of control of her sexuality which she cannot 
control herself. But architecture is itself subjected to the same repressive 
forces in which men's separation/return signifies that another space, the 
49 There is a stunning image of this in a scene of the film, Dom Za Besejne, 
(directed by Emira Kosturice 1988) in which a model of the Milan Cathedral is 
wrapped and entangled in the red wool of the gypsy grandmother. 
50 See Irigaray (1993) for an exquisitely articulated argument about this claim. 
-~~.-- - --- --
illustration ·34 
Women's spatial practices. 
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'wilder' space of the fields and the forest (,nature') stimulated his desire. 
The pleasure of architecture is limited to the rules of marriage. 
Architecture constitutes the domestication of space; 'she' is a woman whose 
pleasure is precisely not sexual, but a repressive pleasure of a modest wife, 
as Wigley argues. Women are then domesticated through the 
internalisation of an already domesticated spatial order. 
The representation of the architectural plan as drawing is yet another 
level of domestication, it is the mechanism by which architecture enters 
the domain of civility. It is yet another envelope of privatisation, one of an 
elite 'private' profession in which a membership system intersects with the 
architectural boundaries. Only this time architecture is dressed as a man, a 
'white collar' worker: the white surface of the paper is marked by the black 
lines of an invisible structure. He wears his dark suit over the white shirt, 
masking the system by which gender and class is constructed in the same 
way that the black lines on the white surface mask the system that they 
help to produce and reproduce. Layers. of dressing: her white cotton slip, 
her undergarments, her nondescript dress, her apron, her vest and her 
scarf, flatten _out the curves of her body, and remove "unsightly" parts 
from visibility, an order of gender is produced rather then simply 
revealed, it is a way of dressing. So too the white surface of the paper masks 
the body from systems of architectural representation, its order depends on 
a total detachment from the body. The black solid lines are applied to this 
surface casting into oblivion the labour, the movements, the bodies that 
were the conditions for their inscription. Architectural representation 
dissolves a material order by suffocating the corporeal within the folds of 
white sheets, the architect turns 'a blind eye' to the body and to bodies. 
[see illustration 33 & 34] 
All the time that the women darted around the domestic domain it was of 
utmost importance that the house is securely closed. The house is closed, 
pristine, untouched and untouchable, its sense of uprightness is 
exemplified in its siting on the highest part of the ground of the domestic 
domain. It overlooks the domestic domain and the public pathways, 
assuming the role of the "overseeing eye" rather than being an active part 
of its reproduction. This "overseeing eye" is an effect of privatisation, a 
private eye, unlike the witnessing by the public. No, it most definitely did 
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not take part in the reproduction of the 'body in labour'. A whole other 
system of power was constituted in the architecture of the house, a system 
in which the house itself is the exemplification of properness, the house 
itself is the system by which properness is constructed. All the other 
structures are rendered "outbuildings", only the house is a "proper place" 
and its properness is constructed by its detachment from the body. 
The outbuildings comprise a spatial order by which "improper" bodily 
functions and conditions are detached from the house, as well as removed 
from the "public eye." The order of detachment is specifically spatial, 
architecture is the mechanism by which the social order controls and is 
cleansed of the body. Immediately beyond the front door of the house is the 
tap, and below the tap is a building which comprises of two different types 
of kitchens,; the everyday kitchen and the room for the sac. The tap 
mediates the house and the domestic space of the farm, it delineates that all 
cleansing and washing is "overlooked" by the house, but also that 
cleansing the body is what separates the house from the outbuildings. The 
other outbuildings. comprise the "animal house," the semi-enclosed covered 
- . 
space beside the kitchen, the "water closet" (w.c) _and below and behind 
(from the point of view of the house) is the pig sty. The house is detached 
from the labours of the body, processes engaged with bodily intakes - food, 
drink - and bodily refuse - sweat, excrement. The house is detached from 
the body that it produces in order to maintain the domesticity of the farm 
space. 
The animal house is on the other side of the public road, also separate from 
the kitchen.51 The villagers would say "they [the animals] need a house 
too. " They are contained and domesticated by the same mechanism of 'being 
housed' that woman is domesticated. Both the domestic space and the house 
have to be defended against animals but the farm is itself the mechanism 
by which these animals are domesticated. Architecture must defend itself 
against the bodies it produces, orders and masks. 
The "water closet" is positioned on the other side of the circular yard 
opposite the kitchen building. Closets are a mechanism for detaching the 
5 1 Prior to this spatial order the animals were always in the basement, beneath 
the space for the inhabitants, they were literally the substrata to the production of 
domestic space. 
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house from (bodily) fluids,S 2 the order of the house is dependent on 
closure, the maintenance of the system is literally its detachment from 
fluidities. The house is stoic and solid and upright, it is literally dry; its 
structure depends on materials that are set in place, and that do not move. 
Having constructed this order of solidity and closure the house then must 
continuously guard itself against the threat of bodily fluidities. The "water 
closet" is more symbolic than functional, no one ever used it. Though there 
is a "water closet" a prior mechanism of detaching the bodily refuse from 
the space of domesticity still operated, a mechanism that was captured in 
the statement: "Don't you piss somewhere else, do you come home to 
piss?"(Vesa, conversation 1988) In other words the domestic space as such 
must be detached from bodily functions, not only the house, but the entire 
domestic domain. In the construction of the "water closet" architecture was 
introducing a different mechanism by which the social order would be 
detached from the body, a new version of privacy in which architecture 
contains and hides the body that it is threatened by. Architecture, as 
Wigley argues. is then divided between the devices that control and isolate 
the refuse of the body, these devices are the servants which make the 
representation of the abstract order, the plan above. possible. Thus closets, 
"literally closet away the abject domain from the spatial representation of 
pure order. This masking cannot be represented as such. It is a subordinate 
system which makes space for the dominant representation."(Wigley 1992; 
344) In the farm space, the centralized position of the closet was a signal of 
its disuse, it was a spectacle of privacy.5 3 
[see illustration 35] 
The house is itself the exemplary figure of hygiene and cleanliness. Unlike 
the body which is involved in the labour of the reproduction of the 
domestic space, the house assumes the role of the (re)presentable figure. In 
fact the house constructs the system of (re)presentation, it delineates what 
is (re)presented and (re)presentable. Of all the work that was divided by 
gender the maintenance and cleaning of the house was particularly 
managed by the woman. Whilst her body is not 'clean' in that it is 
S 2 See Wigley (1992; 344) who makes a similar argument but about a Renaissance 
'nobility' class situation in which sewerage and drains serve as the means for 
detachment. 
5 3 Only I used the water closet, and this event was marked every evening by a 
silent audience waiting for me to reappear. 
illustration 35. Plan of house proper 
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imprinted with the remnants of a days work - sweat, dust, dirt, stains, 
threads, the house is pristine and the woman is responsible for the 
maintenance of its 'purity'. The order of purification is mediated by 
architecture, architecture is a filter by and through which a 'pure' order is 
established. It is not so much that the body must detach itself from the 
refuse (fruits?) of labour, the everyday body is not (re)presentable as such. 
Rather, "properness" begins with the excentric order of architecture, the 
order that is on the outside of the body (though it interiorises the body). 
Thus like clothing or dress, architecture constructs the order of purity and 
propriety. This is, as I have argued about the church, also an effect of the 
white skin. Of all the buildings in the domestic domain, only the house is 
'whitewashed'. Through the architecture of the house the domestic domain 
enters a system of representation which is an effect of the white skin, the 
mask of transparency. 
The house is a mechanism of enclosure which is not completely self-
sufficient; it intersects with a system of closing and opening doors. It was 
tantamount that the front door was kept shut at all times. This produces an 
interiority that is intensified by the massive structure: solid thick walls 
built of stone and mud bricks with small punctuating windows. The front 
door opens onto the hall, and from the hall there (j.re four doors to the other 
rooms. Like the front door these doors are kept shut. During the day there 
was almost no activity in the house, and at night everyone retired to the 
house to sleep. The house is sanctioned as a place for refuge - it is protected 
from people and bodies as much as it is protected from weather, flies and 
farm work. But what does it "house," what does it enclose and envelop, that 
requires such an extreme maintenance of security against visibility? 
The hall is literally the most trampled space in the house: it is the space 
that is walked through, a space in passing from. the exterior to the interior, 
the space that mediates privacy. Whilst the body emerges always already 
dressed from the rooms, in the space of the hall there is the daily ordering 
of hair: men shave and woman comb, plait and conceal their hair beneath a 
white scarf. Historically the order of a woman's hair is seen to be a 
signifier of her sexuality: loose hair has been a sign of a fantasized female 
sexual mobility.5 4 Whilst the hall is the space in which the body is 
54 See Capetola, T. 1985, Unpublished Thesis, Latrobe University for an analysis 
of hair and female sexuality. 
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cleansed, ordered and groomed, it is itself an 'undressed' space: pressed 
earth floor and mud rendered walls with minimal furniture give the 
impression of a raw, naked and functional space. The hall appears to be the 
factory for the production of gender, it would seem that the body is 
transformed into a gendered body in the space of the hall, and that like the 
hall the body is initially naked, undressed. It would seem that architecture 
reveals the process of genderization. But the body emerges already dressed 
into the 'naked' space of the hall, architecture does not reveal what it 
houses. Functionality becomes a way of masking the essential secret order 
of architecture. Exposure of the hall's nakedness is a way of masking what 
is already dressed, namely sexuality: architecture will strip itself in order 
to conceal what it houses. This role of the hall as the woman who will 
reveal herself in order not to give away her other secrets (her sexuality?) 
is dependent on the doors being kept closed: the four doors facing the space 
of the hall always remain closed. Architecture is dependent on a system of 
privacy in which an agreement between women and doors is already 
established and must be respected. 
There is some more complexity to the hall. The most important feature in 
the hall is a . tiny metal framed mirror, hanging just inside the front door. 
Whilst the aesthetics of the hall is raw, muddy, textured, the mirror 
produces a 'self-consciousness' about the space, you cannot pass the hall 
without seeing your reflection. Thus the hall produces a way of looking, it 
is a way of monitoring the dressing of gender: any hair that is out of place 
is soon amended. The order of the architecture of the house produces the 
space of the hall which is in itself textured and yet in which the dressed 
body has the final polishing touches put on it. In essence the hall is a space 
in which textures, especially the texture of hair, are smoothed out and 
covered over, it is the space in which the white scarf is wrapped over the 
head, any traces of sexuality are covered over. The hall has to be muddy, 
hairs drop to the floor, they will be swept up, but in the meantime they are 
unnoticed. The hall is a 'dirty' place, in which excess, such as hair, is 
collected. Architecture centralises and encloses the scene of the production 
of the white surface, the scene in which textures are smoothed out; the 
woman can emerge from the house covered in her white scarf and stand in 
semblance with the whitewashed exterior walls of the house. Order is 
produced by and through the architectural mechanism of centralizing and 
masking disorder. 
illustration 36. Mirror, interior. 
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[see illustration 36] 
It is understood that the hall is not a place for meeting or conversing, but 
what prevents dialogue in the hall? Attending to the body in terms of the 
public daily ritual of ordering the hair, perhaps, but more than this the 
hall is the space for bathing and cleansing the body. a ritual that is 
dependent on temporal specifics in relation to the spatial order of the 
house and the village. It is such treatments of space that are not 
representable on the plan, but also it is as though the house and the village 
are watching and know: bathing becomes a secret and surreptitious act, 
certainly not something to take pleasure in. Yet the preparation, the time, 
and the utensils - metal tub, bucket, ceramic jug and small wooden stool -
would suggest a pleasure that is quite different to the daily five minute 
shower. Though the body is never fully undressed, the important aspect of 
bathing in the hall is the porosity of the floor: the mud floor allows the 
water to be spilled on it, it has a texture and a porosity that absorbs fluid. It 
is the architectural effect of bathing that renders the hall a space that is 
'polluted' by and through the body's fluidities and the body's sexuality. 
Moreover the hall is in itself not in control, it is not fully impervious to 
fluids, it is porous and absorptive. The architecture of the house and the 
village produces an order which is dependent on the prostitution of one of 
its members: the hall is like the one woman who is chosen for sex, she is 
dressed in nakedness in order to accept the conditions of masculine desire. 
You do not have 'public' dialogue with a prostitute. Architecture is 
therefore a mechanism of control which must enclose its unlawful acts: the 
naked and porous space of the hall is enclosed within the dressed order of 
the white surface. The hall is neither a hole nor an impervious surface, its 
porosity speaks of another textural condition, about which there must be 
total silence. 
But in the ritual of bathing, in the preparation, in letting her hair down, 
in the tension of the limited time while everyone else is out, in the gesture 
of her own hand slipping under the white shirt, was there not a 
momentary pleasure, that was hers alone? Was there not a sigh/smile of 
pleasure in pouring the water onto the absorptive floor? 
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Doors must remain closed not only to conceal the spaces beyond but also to 
prevent potential seepage of the 'pollution' which marks the space of the 
hall. The doors are an effect of a division between women - prostitute and 
wife. a division also within woman. for she can always stray on the other 
side. Woman's identity is constructed precisely on her 'proper' relation to 
spatial boundaries. The virtuous woman is an effect of respecting the 
mechanism of enclosure, of keeping the doors closed onto the hall (onto 
other men). Though the doors are closed these spaces are neither secret or 
private in the sense of a bourgeois construction. . The spaces beyond the 
doors are called sob i, simply 'rooms', no function specified. There is a 
mixture of furniture - table, wood stove, bed, settee, refrigerator, cupboard 
which enforce the many possible functions of the room. The 
architectural order of the house means that these spaces are least 
accessible, they are the most secret spaces within the many envelopes of 
the house. And yet they are not 'bedrooms' as such, they are not spaces of a 
bourgeois privacy in which sleeping/sexual activity is segregated from 
other functions. The interior design turns to the veiling of sexuality 
through. the mixture of furniture: the apparent 'publicne&s' of the -
functions of the room is a way of veiling sexuality throu.gh the exposure of 
the lawful functions of marriage. The rooms are an iconographic image of 
marriage, a scene of married life, in which sexual activity is covered over. 
Beyond the doors the spaces are dressed, in contrast to the hall. Frequently 
the surfaces of the walls and the ceiling are whitewashed and these spaces, 
unlike any others, are an effect of a layering of textiles - woven rugs on 
the timber floor and the benches, and the walls, a velence (a 'double ply' 
woollen blanket. traditionally red) on the bed. embroidered white linen on 
table and sidetables and cupboards, cotton lace curtains.55 It is said that 
these textile coverings give the room warmth for the bitter cold winter 
months but more importantly against the coldness of the walls. It seems 
that the architecture merely as the walls is not sufficient for protection 
against the conditions of the exterior: the house depends on textiles for the 
production of interior space. These textile coverings are an architectural 
excess, they are ornament in its original state that Semper refers to - the 
textile art of spinning wool, weaving, embroidering. The difference 
between the hall and the sob a is an effect of ornament. it is an effect of 
55 Depending on the family's economic position, and particular location of the 
village. 
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textiles. This is the difference between 'dirty' and 'clean' architecture. An 
essential difference in dress constitutes the order of the house. Yet it is not 
represented or representable on the plan. The plan is yet another veiling 
over the questions of gender and sexuality. In order to reproduce 
architecture as a precinct of the professional, in order to secure a place for 
itself as a master discourse. the plan must first mask the traces of discourses 
of gender, it must mask its own excess: ornament. The plan is a way that 
architectural discourse detaches itself from other discourses, it is a method 
of its constructed autonomy, which is merely a white veiling over 
ornament. 
Whilst there is a functional reason for the textiles, their decorative effect 
suggests a different warmth in which the boundaries of surfaces dissolve. 
These are not just any textiles, but ones in which the pattern, colour, 
weaves, stitching, textures are all highly articulated. They are a 
presentation of the feminine practices. as Semper describes: 
Before the separation [of high and low art] our grandmothers were 
indeed not members of the academy of fine arts or album coilect01:s 
or an audience for aesthetic lectures, but they knew what to do when 
it came to designing an embroidery [or weave]. There's the rub. 
(Semper 1989; 234, cited in Wigley 1992; 372) 
The predominance of red is intricately edged and bordered with black, 
yellow. orange, burgundy. blue, green. The textiles are a redressing of 
architecture. once the white mask is applied to the surfaces, the textile· is 
seen to be an accessory, an ornamental application. A gesture of make up, 
red rouge on a white face, an excessive femininity. The reality of the 
labour and time that goes into the making of the textiles is a mechanism 
which keeps women from straying, from dressing themselves. It keeps 
women in their place, on the c h a r d a k, reproducing their own 'virtuous' 
femininity. 
[see illustration 18] 
Ornament is the architectural order by which the room is transformed into 
a space to receive guests: the dressing of the room includes the covering of 
all surfaces with the most elaborate textiles. It is only if the bed is covered 
that the guests are able to sit on it, that they are able to mask the other uses 
of the bed. The transformation from bed to 'public' seat is an effect of a 
velence (a thick red blanket); as is the transformation from bed-room to 
guest-room an effect of covering over the surfaces with textile 
illustration 37 
Interiors. 
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ornamentation. The room is exposed to the public only once it is dressed 
(with ornament). The order of the interior of the house, and to the extent 
that the white surface is also a dressing, the architectural order of the 
exterior, is an effect of ornament rather than structure. Composition as 
such is an arrangement of elements as a two dimensional treatment of a 
plane, the white surface of a wall. 
[see illustration 37] 
What about the merging of different warmths - functional, aesthetic and 
sensual - what about the moment in which the visitor sits on the bed and 
sinks into the plush red blanket? A moment in which the textile layers 
move over one another, producing a warmth which counters the effect of 
covering- and separating. Boundaries dissolve. Ornament is a trace of· 
sensuality. In attempting to cover over sexuality the textile layers effect a 
slippage into sensuality. The exposure to the public is an effect of dressing. 
but the very dressing produces a highly sensualised interior. in which the 
boundaries which divide public from private melt into one another. 
Warmth is produced as an architectural excess not representable within an 
economy of vision. but a trace of sensory, sensual and sexual effects. 
This is not the same sensual effect as "getting under the covers;" it is a 
sensuality which is produced as a redressing of the pure white surface. 
Perhaps a trace of other sensualities but one that is in the meantime limited 
to an eroticism content with sitting on a hot blanket - an anal pleasure?56 
There is a historical progression of the substitution of the textiles for a 
method of stencilling the entire wall surface, which in Macedonian is 
titled, bas mi. literally, 'textiles'. The entire wall surface is worked over 
many times, each time with a different stencil and a different colour 
selected in an already designed order, each time the working is more 
delicate and precious, for the fear of the whole being ruined. It is a 
methodology which requires a similar skill and labour and knowledge to 
textile arts, only it is performed by men.57 Once gender is produced as an 
effect of the order of the house, those very functions that were part of the 
engendering process can be appropriated by an economy in which 
56 I am using anal in the sense of Irigaray, a psychoanalytic analysis of masculine 
desire which in fact prevents explicit homosexual practices. 
57 This was a skill that was highly valued and artisans were called for all around 
the country to produce these elaborate walls. 
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(re)production is a masculine practice. The very practices which once 
constructed femininity become a condition for male products. 
[see frontispiece - basma, by Tome Lozanovski] 
The effect is an eroticisation of the wall surface, though similar to the 
saints covering the interior of the church, no such saints overlook the 
space of the room. It is a method by which the colours of the icon, 
especially the gold, are combined with the female practices of the textile 
arts, especially a repetitive pattern. Eroticisation is therefore an effect of a 
double play on femininity and gender: once through the inscription of the 
surface as though it is a skin, and once through the mimicking of the 
patterns of weaves and embroidery.58 
The room is permanently dressed - its excess, its ornament becomes a 
permanent fixture in and of the wall. The wall itself is produced as an 
architectural excess by flattening out femininities, by projecting 
femininity onto a two-dimensional surface. Sensuality is sustained within 
the surface of the wall, the white surface is permanently covered -over, . 
except perhaps for some fragments of white which_ are subordinated to the 
overall design. By compressing femininity onto a surface, architecture 
inverses its original intention: architectural space is an effect of 
ornament, the wall is merely a supportive surface with a potential for 
dressing. 
Finally, I want to recount the stories of/about the women, which were a 
different architectural excess, one of movement rather than ornament, a 
different sensuality. Conversations with the women initially centred 
around themes of hard work, poverty, marriage, family, and then, after a 
moments silence or laughter, came the confessions about walking alone in 
the mountains. Their silence is like that of old women who know the air 
between their bones, and their laughter like that of young girls who 
discover secret pleasures. The architecture of the village pinned them to 
their place, widows forgotten by the world, but because power depends on 
58 Does this constitute then, a double displacement of 'woman', the feminine, in 
the terms of Spivak's argument about deconstruction, in general and Derrida's work in 
particular: "The name of the double displacement that allows the double affirmation is 
now not merely hymen but double invagination, a double turning-inside-out. This 
creates a space which is larger than the whole of which it is a part, and allows 
"participation without belonging" (to the female sex?)" Spivak 1983; 188. 
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visibility, these widows in black, moved with the agility of those that know 
they cannot be seen. 
This is what we live on. This fresh mountain air. this and the spring 
water we drink. We don't eat much. It is the air we breathe that 
makes us healthy and fit and alive. (Vesa Veljanovska .1988) 
Kaj sakas si selas. Here we can go anywhere. If you want to go to the 
top of the village, down to the creek, if you want to go into the hills. 
we're not afraid to go into the hills. we've learnt about this. 
(Srebrejca 1988) 
The sky isn't up there: it's between us. (Irigaray 1985b; 213) 
These old women have chosen to live in the village on their own after their 
husbands passed a way, rather than with their sons in the town.5 9 They 
would prefer to look after themselves, often walking up an down the two 
kilometre climb of the mountain gathering food. Why? It is not that they 
have led a parochial life, many have visited the smaller towns, and some 
have been abroad, to advanced city centres. One woman describes her 
impressions of Melbourne suburbs, during her visit to her daughter's 
house: zatvor,·" "prison," she states emphatically, always locked up inside, 
nowhere to walk to. It is the few stolen moments of fr e e do m, in their 
histories of poverty, work, and misfortune. Freedom for women is a tactic 
within the spatial structure of the village in which the sense of community 
and familiarity goes hand in hand with constant supervision and 
monitoring. Their freedom is fragmented, a temporal play on the unified 
front of the territorial claims of the village. It is a stolen moment that 
escapes the panoptic practices of thOe architectural system of the village. 
For this reason they would not swap their trying lifestyle for the comforts 
and conveniences of 'modernised' urbanity. 
Are these moments of the old women walking alone in the mountains, an 
imag(ina)ery of a Divine who is. not merely up there in the sky, a 
transcendental that must leave behindlbelow the world of the sensible, but 
a divine whose horizon is the sensible transcendental, as Irigaray gestures: 
"bringing the god to life through us and between us." (Irigaray 1993; 124) 
It is not that the surrounding countryside is not always already known, 
already discovered, every bit of the surrounding countryside has a name, 
every valley, every rise, every turn, every twist, it is all named and has 
been walked through. Though the land might not be mapped it is 'no 
59 See article on "Village Work," Lozanovska 1989b. 
illustration 38 
Tela Y:;'<;a overlooking mountains. 
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virgin', but this is men's talk, the women just talk about love and breathing 
the air, and walking. Which Divine did they address away from the church, 
away from the house, walking alone in the mountains? 
[see illustration 38] 
Not only do the women live alone but they spend much of the time on their 
own. Often a woman is walking aimlessly with a stick in one hand. and 
often she sits somewhere, anywhere, alone, in silence. Stolen moments of 
solitude? In her pose, in her inward focus there is a suggestion of 
contemplation. Seemingly so distant from the white surface that is 
immediately behind her, that is generally, the screen onto which she is 
projected. She leaves this village for a moment, this architecture, although 
~ 
it is the village, the white surfaces that she is enveloped within that is the 
condition for her leaving. Or she is sitting in the doorway, the iconic image 
of a woman in a threshold. The door is always open, or half-open, and it is 
she who sits in it, in silence. She peels an apple - a poetic imag(ina)ery of 
peeling away envelopes, of a reversal of Eve in the garden of Eden? Stolen 
moments of solitude? A woman in a threshold, such a romantic traditional 
image. But is she not for a moment "spinni~gon her own axis," is she not 
for a moment addressing a divine that exists in the timely gesture" in" which 
she peels the apple? Is she not for a moment re-enveloping herself with 
another dress, another feminini ty, another space? An (utopian) 
architecture that is not yet. 
[see illustration 39] 
illustration 39 
:Jaba Polka in doorway of her house. 
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chapter 6 
INTERRUPTION RESISTANCE LOVE 
INTERRUPTION 
You name the enemy and destroy their power. Start with their 
luxuries - their select clubs, their Summer mansions. 
(Michael Ondaatje In the Skin 0/ the Lion; 124) 
In chapter Four, "Abjection: the Migrant House in Multicultural Australia," 
I quoted Spivak's response to Sneja Gunew in an interview on "Questions of 
Multiculturalism," as a gesture towards a subject position I was taking up 
within the context of hegemonic discourses of architecture and feminism in 
__ Australia, and more specifically, in Melbourne. It is worth repeating the 
gesture as the word which names this first section of the final chapter, 
'interruption,' is borrowed and extended from that response: 
Subordinate people use this also; and we are not without a sense of 
irony: we use it. I talk a lot, right? And when I get very excited I 
interrupt people; and I am making a joke, but in fact it is never 
perceived as a joke unless I tell them, I wm quite often say, "You 
know, in my culture it shows interest and respect if someone 
interrupts": and - immediately there are these very pious faces, and 
people allow me to interrupt. It is not as if we don't perceive the 
homogenization; we exploit it, why not?(Spivak 1990; 61) 
A doctoral dissertation is a particular type of 'interruption' , the word is a 
play on the significance/insignificance of such a thesis in relation to 
local/global productions. A doctoral thesis is most definitely within the 
(westernised) global mechanisms for the (re)production of 
knowledge/power, and more specifically, it ensures the humdrum of the 
'teaching machine.' A doctoral dissertation participates in and reconstitutes 
the ideology of the 'university'. The 'university' is a name which is 
burdened with the empirical history of language, it is a territorial space 
which perpetually re-inscribes the project of imperialism. 1 Strategies of 
power and techniques of knowledge are imbricated within this space. A 
doctoral dissertation is complicit with the practices of university 
institutional structure, which in Victoria, Australia have been handed down 
from 'traditional' British systems. As Spivak argues in an article, titled, 
"Imperialism and Sexual Difference:" 
Spivak calls this burden 'paleonymy' after Derrida, see Spivak 1993; 27, 133 
and Spivak 1990; 2. 
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By this logic, varieties of feminist theory and practice must reckon 
with the possibility that, like any other discursive practice, they are 
marked and constituted by, even as they constitute, the field of their 
production. (Spivak 1986; 225) 
If you are writing a doctoral dissertation you cannot set up the 'university,' 
the 'institution' as your (phallocratic) enemy: you are 'in' there or 'out' 
there, however personally 'tokenistic' you might be, there is a long history 
that has enabled you to claim a public/private discursive space. You cannot 
be naive about this, you have acted in the production of 'naming' as well as 
being named.(Spivak 1993; 139) However, any position which is always 
already 'othered' within hegemonic cultural and political productions is 
haunted by a 'split' desire: on the one hand, to overdetermine one's position 
as a 'western intellectual', an 'Eurocentric subject', on the other, to assume 
or be forced into a representative position for the 'disenfranchised'. Put 
simply it is a desire for oppositional structures. If, as an intellectual, one 
has avoided taking on a master discourse because one must, the pitfall may 
be a desire for bo t h a sovereign subjectivity and a (representational) 
'marginal' oppressed position. It is an impossible d_esire and it results in an 
impasse. The practice which goes hand-in-hand with this desire for an 
impasse is 'naming the enemy' - a practice which confounds and fetishizes 
the binary logic between self/other, centre/margin - 'naming' is a practice 
of a (sovereign) subject, 'enemy' is a construct of the 'oppressed'. To set out 
to write a doctoral dissertation is an attempt to legitimate what you have to 
say, it is a particular type of intellectual labour "which might transform it 
[feminist criticism] from opposition to critique." In that process of 'writing' 
there is an unplanned journey of self-critique, and for a subject that has 
never identified as Eurocentric, or Anglo-celtic within Australia, (because 
of gender, class, language, ethnicity) the task is not the deconstruction of 
the sovereign self, but a deconstruction of the desire 'to name the enemy'. 
The project becomes a deconstruction of the desire for an impasse between 
'self' (as the sovereign subject) and 'other', between a binary structuring of 
centre and margin. This is an impasse which operates against the 
possibility for a heterogeneity within the self, and a permeability of 
incommensurable differences within cultural politics. 
A number of feminist theorists of difference have suggested methods by 
which such deconstruction is initiated: Trinh T. Minh-ha, a filmmaker, 
writer and composer, suggests that, "In a society where they remain 
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constantly at odds on occupied territories, women can only situate their 
social spaces precariously in the interstices of diverse systems of 
ownership."(Gunew &Yeatman 1993; xxiv) Gunew and Yeatman argue, 
women of difference need to move across borders from one side to the other 
rather than "fetishizing the border into a spectacle of difference, which in 
fact, ... disavows difference."(Gunew and Yeatman 1993; xxiv) Spivak calls 
one methodology "negotiating with the structures of violence,"(Spivak 1993; 
129) that engages with a "vigilance" of the practices available, using these 
strategically , "rather than make the totally counter-productive gesture of 
repudiating it [theml."(Spivak 1990; 11) This is a slow labour (of love?) in 
which the 'saying of something that one has to say' is written in a way that 
does not fit neatly within the binary logic set up between oppressor and 
oppressed, even though it may be appropriated into normative forms of 
resistance. 
So how is a production of such a dissertation an 'interruption' in the 
perpetual reproduction of the global machine of textual and historical 
"knowledge/power" relations? In the spirit of 'interested universalisms', in-
which if "this universal exists only as it is particularised, and that this 
particularisation is always interested," I want to discuss the milieu of one 
(minor) 'interruption'; an article published in Exedra, an architectural 
journal of Deakin University, which has a small distributive arena 
(architects and architectural academics within Australia, and more likely 
within Victoria).(Gunew &Yeatman 1993; xiv) It was an unexpected 
interruption and one that complicated the fragmented and heterogeneous 
subject positions taken up by the writer alarming her to the unknowability 
and the possibility that 'someone' (group) will set themselves up as the 
'enemy', engaging her again in a binary battle. The article titled, "Gender 
and Architecture in a Macedonian Village," was published in the summer of 
1989, (prior to the breakdown of the Former Jugoslav Federation). The 
debate of feminism in relation to architecture within the article went 
unnoticed in terms of formal response to the editor, surprisingly (at the 
time), the issue to which there was a response was the issue of 'ethnicity' 
encapsulated in the name, "Macedonia." To reiterate that politics is not 
divided between issues of ethics or interest, that all politics comprises 
ethical and interested components,2 I have formulated the term eth(n)ic, a 
2 See Gunew & Yeatman 1993; xiv for an brief discussion of interest in relation to 
ethics. 
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gesture towards the difference within 'ethic' which is signified by an 
ethnic component, which is irreducible, undecidable, 'impure', 
multilayered and not fixed. 
In comparison to a typical 'public' response to articles published in Exedra 
this one was, if not totally disruptive, "outrageous." At first the editor 
attempted to handle the response with that mythical Australian gesture of 
'fairness': "we will publish your letters." But the letters (and telephone 
calls) exceeded the scale of an entire edition of Ex e d r a, ranging from 
historical "facts" that pointed out the "ignorance" of the author, to 
accusations that Exedra was participating in "Macedonian" propaganda. The 
editor feared that an "objective" and "neutral" publishing ground, an arena 
in which "intellectuals discuss ideas," was turning into a battleground for 
"ethnic warfare" between 'ethnic minorities' in Australia: those others. The 
fear was that the university would be implicated in this 'war': the eth(n)ic 
issue took over the discreet architectural journal. It was a radical shift in 
the relation between ethics and ethnicity: from the ideological use of the 
ancient. Greek _ word Exedra 3 (the title of the journal), a use· of 'classical' 
language for its paleonymic4 baggage, to the response from members of the 
Greek community in the diaspora, in Australia. It signified an eth(n)ic 
eruption within the territorial space of the university, and especially 
within the textual space of architecture, which perceives ethnicity to be 
outside concerns of "people and the environment." This historical incident 
serves as a way of discussing the eth(n)ical concerns in architectural 
discourse. 
At that time, the writer was attempting to be 'academic' in the sense of 
situating the site of her analysis as objectively as possible, again the 
mythical Australian equalizer, 'fairness' invested the writer's own dilemma 
of potential bias. But an 'inflammatory bias' did slip into her text by way of a 
brief con-textual paragraph and a map reprinted as a tiny, almost illegible 
image. In the conversation between Gunew and Spivak on multiculturalism, 
on the question of 'authenticity', Spivak's response is: "For me, the question 
"Who should speak?" is less crucial than "Who will listen?," and their 
3 0 ED: The portico of the palaestra or gymnasium in which disputations were 
held; also, in private houses, the pastas or vestibule. 
4 See Spivak (1993; 27 and 133) for a working definition of 'paleonomy', an 
analysis of names which are each determined by an empirical burden in the history of 
language. 
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attention is on the relation between the hegemonic people and the third 
world/migrant figure. What this misses is that there are others who will not 
only listen. but have set up a network of vigilance only too ready to point 
out that this person is not 'telling the truth.' 
The map of "Macedonia" proved to be particularly 'provocative' charged 
with the accusation that it was taken from the Au s t r a Ii a n - Mac e do n ian 
Wee kly, a local newspaper set up by Macedonian people within the diaspora. 
Though the map was not actually taken from this newspaper, I will for the 
sake of the accusation pretend it was. The more pertinent question, as I see 
it, is "Which map should one use?" Architectural historians labour over 
deciphering the 'correct' plan of a historic building, but 'correct' according 
to which criteria, according to what interest? Maps are political, they are 
redrafted according to political battles over territory: the present national 
borders in the Balkans are the result of the Bucharest Treaty in August 
1913, reaffirmed by the Versaille Treaty at the Paris Peace Conference in 
1919. and then again redrafted at the London Conference in 1920. Bucharest, 
Paris, London - these were centres of western power in the context of 
imperialist history.(Radin & Popov 1989; Radin 1993) Is it these maps 
redrafted by imperialists that an 'intellectual' should use? Prior to the 
redrafting of these maps there were a number of local attempts to proclaim 
regions of "Free Macedonia" against the Ottoman Empire under whose 
occupation it had survived in the period between 1392 and 1912. The 
resistance uprisings culminated in the Ilinden Uprising which started on 
the 2nd August, 1903. It was a result of an independence movement 
organised by disillusioned radical Macedonian teachers who were able to 
usurp the entire Ottoman education system by establishing schools In 
regional areas and incorporating curricula in Macedonian. The uprising 
did not succeed and in the decade after it the coincidence of strategic 
'powers' of expansionary ambitions of the Balkan states - Serbia, Bulgaria, 
Greece - and the 'imperialist' European interest, provided conditions for 
global interventionism. The Balkan League (Serbia, Bulgaria, Greece) as it 
became known, declared war against Turkey in October 1912, a war which 
was fought almost entirely on a territory that was in - be tw e en their 
legitimate borders, some would say the virtual territory Macedonia. 
One of the letters puts forth the question, "which section of Macedonia is 
she referring to: The Yugoslav Macedonia, the Bulgarian Macedonia, the 
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Albanian Macedonia, the Greek Macedonia," a rhetorical question. Why do 
these modern nations carry this ancient name, after all, names of countries 
change throughout history. Implicit in this question is the trace of a name -
Macedonia - which is not contained within the 'official' borders. It is in this 
sense a blindspot of repression within the ideological dimensions of 
national state apparatus. However it is also a sign of the pulverisation of 
territory, the land, as argued by Lefebvre, in The Production of Space, a 
project of capitalism intersecting with nationalism. Is it (in)correct to use 
an 'in-between' map: between imperialism and modern nation construction, 
a map that is displaced from the grand narrative of history? Would it have 
been correct to use a map which precipitated the imperialist project "which 
had to assume that the earth that it territorialized was in fact previously 
uninscribed?"(Spivak 1990; 1) This 'imperialism' is a repeated gesture in 
the practice of (many) architects who assume 'a blank white page' onto 
which their inscriptions are perceived to be transformations of formless 
space, empty of a materiality. 
Perhaps other maps would have been more. appropriate, like an 
ethnographic map showing alarming changes in the statistics of ethnic 
minorities in the fragment of that unnamed territory 'given over' to the 
modern nation of Greece; or a map of the Ancient World mediated by the 
archeological gaze of British search for the 'origins' of western civilisation. 
The gesture of including this 'provocative' map was an oversight in the 
sense that the writer did not discuss it - however it was this 'unconscious' 
slip that has produced so much overdue 'interruption'. 
Maps are related to questions of territory, but Gunew and Yeatman argue 
"The regulatory function of discourses around race and ethnicity have been 
confounded by globalization so that there are no pre-ordained allegiances 
in terms of race wedded to territory," suggesting that a more relevant 
marker of difference might be located with the grounding of 
language.(Gunew & Yeatman 1993; xvi) I will discuss accusations about 
language. Presumably, if as the letters claim there are no Macedonians, 
only Slavs, there is also no language called Macedonian. But how can you 
name a specific language merely as 'Slavic'? This is a somewhat amorphous 
term for scholars so bent on scientific accuracy. "Slavic" is a generic term, 
any other Slavic language like Polish is only as similar to say, Russian, as 
Spanish is to French. If we followed this logic through to the letter we 
292 
would have to rename English into a language called - Germanic-Greco-
Latino, and all European languages would have to carry the prefix, "Indo." 
The more important question is that of 'who has the power to name?' The 
'scientific' discourses of history, Greek community leaders in the diaspora, 
Australia, or the people in the village who named themselves Macedonian, 
speaking Macedonian, who would have never used the term 'Slav' as a self-
description? Or the writer of the article - what role does the 'intellectual' 
have in this debate about names? 
The political role of the letters of response has to be seen within a national 
state apparatus of a multiculturalist capitalism in Australia in which binary 
politics between self-other take on the form either of colonizer-colonized 
(Anglo-celtic and Aboriginal) or host-migrant. In· the latter case the 
'migrant' position is occupied by the same prominent groups or individuals 
who speak for all migrants.(Gunew 1990; 60) What this self-other principle 
undoes is the possibility of difference within the so called 0 the r. There are 
many complexities within a politics of difference: the price of 
deconstructing the hegemonic culture in terms of cultural difference can 
be a blindness to those 0 the r cultures that are represented by only 0 n e 
other. These cultures are silenced. Spivak discusses this mechanism of 
foreclosure in a different context in terms of the feminist deconstruction of 
the figure of the white woman which can at the same time be "a 
performance of a blindness to the other woman in the text," the woman of 
colour. In this situation the 'feminist critic' is an accomplice to the 
masculist text by ignoring the other woman.(Spivak 1986; 228, 230) My 
argument is that it is possible that a particular 'ethnic group' can effect a 
silencing of an incommensurable different other because of the 
intersection of strategies of power, including systems of representation, 
competition and elitism within a multiculturalist capitalism and 
technologies of knowledge, especially the aspiration and dependence on the 
'truth' of scientific discourses. The danger of this is a kind of 'neo-
colonialism' within the diaspora in which a share of the centre can be 
acquired through the claim of authenticity by the ambitious marginal 
eli teo 5 This event of 'interruption' "shows the affinity between those 
structures and some of racism's crude suppositions. "(Spivak 1986; 226) 
5 The situation in Victoria, Australia attests to the practice of this possibility: 
between networks of 'business' and 'politics' and electoral lobby potential, the issue of 
the irreducible difference of the group which names itself - Macedonian, is completely 
disavowed; it falls into a deep chasm between these other interests. 
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The name "Macedonia" was potentially the term of incommensurability 
disrupting the binary logic between 'people/environment', 'city/village', 
'Australian/migrant', but this term is problematic in both the scientific 
discourses which the letters repeatedly referred to and present economic 
and national interest. It is either appropriated within an economy of the 
self-other, that is the idiom that "Macedonia is Greek," which might be 
described as the 'other of the same' or it is construed as that which has 
never been, and which is always already forgotten, the 'other of the other'. 
A name, a word, "Macedonia" which is irreducible to "Greek" is disavowed in 
this economy. In the interview with Spivak, Gunew notes that the notion of 
the diaspora and the diasporic culture is quite distinct from the culture of 
emigration. It is possible that a multiculturalism can produce 
disproportionate inequalities between groups. There are numerous 
problems to do with a 'politics of difference' too complex to go into in this 
text, but suffice to say that any way that this prefix is rationalised will 
entail a group of people that is left without power to name their 'eth(n)ic' 
identity. 
My question is "who is authorising whom to speak?" The question, by way of 
the 'interruption' above is situated within a dispersal of randomly 
intersecting forces within (phallocratic, architectural) scientific 
discourses, within white Anglo feminism, within multiculturalism. The 
haunt of 'identity politics' is signified in the claim for 'ethnic truths' as it is 
in feminism, the claim for 'gender truths.' But as Gunew and Yeatman 
argue, "any such designation returns the essential sovereign subject as 
guarantor of meaning, putting us back in the realm of truth claims and 
power structures which regulate the authority to speak."(Gunew & Yeatman 
1993; xxi) According to this construct then, the author was seen to be 
'telling a lie.' A similar point is differently stated by Spivak: "When a 
cultural identity is thrust upon one because the centre wants an 
identifiable margin, claims for marginality assure validation from the 
centre. It should then be pointed out that what is being negotiated here is 
not even a 'race or a social type' . but an economic principle of 
identification through separation. "(Spivak 1993; 55) In this situation the 
author found that whilst she thought she was dealing with one problematic 
of subject constitution - the problem of 'man' - the 'public' in fact imposed a 
completely different subject position that was confined to 'ethnic identity.' 
Whilst one strategy for a theorist of cultural difference is to take up many 
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subject positions at different times, the strategy of speaking as a theorist, 
for example, does not ensure the danger of precipitation of 'identity 
politics'. As one Australian-Macedonian has stated "I would like to have a 
choice about my identity, ethnicity is forced onto us in a way that it 
subsumes one's entire identity. ,,6 What these 'truth claims' insist on is a 
complete pulverisation of differences preventing both the permeability 
and exchange between subjects of difference and between the foreigner 
within the subject and the othered subject in cultural politics. 
While this is one effect, the other is something that Spivak notes in her 
analysis of Kipling's "incantation of the names" of places in India, which 
"is precisely the combination of effacement of specificity and 
appropriation that one might call violation."(Spivak 1986; 233) The 
appropriation of the name "Macedonia" as a claim for truth for Hellenic [or 
any other] culture is exactly this combination with the added displacements 
that the forum is within the diasporic culture and the agent is the 
significant other. 
The point is that no one is telling the truth: at the very least, the advent of 
poststructuralism is an interrogation of universalist claims. As a 'critical 
theorist' my task is (and has been in this dissertation) to labour over the 
(re)production of 'scientific' knowledges, the (re)production of 'truth' and 
the 'purity' of history and theory.? 
.At the beginning of this 'response' I described that because the article 
'caused' such an 'outrageous' 'public' response, it was constructed as an 
'interruption' in the flow of the proper knowledge and discourse of 
architecture. What does it mean if 'to speak' is seen to 'cause havoc' because 
'ethical' concerns that you are 'interested' in are risky subjects in that they 
bring the discourse against its own impossible limits? The materiality of the 
'other': within architectural discourse (woman); within cultural hegemonic 
discourse (an elsewhere linked through migration); within multicultural 
discourse (cultural difference not linked to territory). These are some of the 
limits to these discourses. In the end, the system of representation is 
overdetermined by its mechanisms for the reproduction of the 'proper' 
power/knowledge. In this example there was an unspoken assumption that 
6 Conversation with Jim Thomev, Australian-Macedonian poet, May 1994. 
7 See Spivak (1986; 225) for an example of 'impurity' as a method to keep theory 
always in question. 
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the author had overstepped the line of 'proper' distance and objectivity and 
that the term "Macedonian" would not appear (in that sense) again in 
Exedra. 'MarRinality' as a political force had been dealt with in a way that 
was invested with the Australian gesture of 'fairness', a gesture that has the 
effect of silencing by a 'dialectical sleight of hand'. The centre was 
reconstituted as the site of judgement. 
This example also allows me to explore other questions about the author's 
itinerary in the article noted above. Firstly, why does the author tum to the 
'village', a 'somewhere else' in the old culture prior to and of birth? Is it a 
nostalgia that draws her to an-other 'purer' than herself, as the voices of 
the hegemonic culture would claim? By this claim her 'reading' of 'gender 
and space' would be judged according to criteria of 'authenticity' and most 
often dismissed as 'her personal experience', not admitted as serious 
discourse. She would be seen as too close to the object of her study.(Gunew & 
Yeatman 1993) However, there is another 'reason' for this 'turn' to the 
'village' which is much more complicated than the mark of 'nostalgia' or 
the imperialist proJ¥ct of anthropology, and I will quote Spivak at length, 
discussing ~hy she critiques imperialism, to give a sense of it: 
I found there was nothing else I could do. To an extent I want to say 
that I am caught within the desire of the European consciousness to 
turn towards the East because that is my production. But I am also 
trying to lever it off - once again this is a de constructive project if 
you like - to raise the lid of this desire to turn toward what is not 
the West, which in my case could very easily construct, then, a sort 
of 'pure East' as a 'pure universal' or as a 'pure institution' so that I 
could then define myself as the Easterner, as the marginal or as 
specific, or as the para-institutional. But I am trying to see how much 
in fact I am caught within the European desire to turn towards the 
East; but how it has become doubly displaced. (Spivak 1990;8)8 
The complexity in this reason (specifically for the author) is due to a 
number of displacements: whilst the apparatus of Australian university 
education reproduces a history which is her frontier rather than her 
support, she cannot claim an 'oppressed' position for the reasons stated 
earlier. The author turns to this system of the west because it is the only 
way she will be a legitimate intellectual - she is Westernised in the highest 
8 I recognise that the author's 'somewhere else' is not the East. but it is 
nonetheless problematically positioned on the global map.· 
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sense. From the point of view of the West these places which are not on the 
global map of international economics are produced as the 'other', thus she 
is caught in this desire to 'gaze at the other'. Only it is a desire that is doubly 
displaced: once in her migration, and once in her westernisation. It is a 
double bind that she is caught within but that she must labour over, 
patiently and meticulously, a project of "unlearning that privilege as a 
loss," as a way of moving beyond oppositional desire. 
In chapter Five, "Ad-dressing the Divine," this itinerary which was 
initiated, perhaps, 'naively' in the article noted above, is extended into an 
ornamental signifier of love. 
A number of dangers of 'identity politics' have been outlined above. The 
methods and interpretations of 'politics of difference' and 'postcolonialism' 
are arenas in which debates around incommensurabilty are negotiated. The 
term 'cultural difference' is formulated by Homi Bhabha: 
Cultural difference marks the establishment of new forms of meaning, 
and strategies of identificati6n, through processes of negotiation 
where nQ discursive authority can be established without revealing 
the difference itself. The signs of cultural difference cannot then be 
unitary or individual forms of identity because their continual 
implication in other symbolic systems always leaves them 
'incomplete' or open to cultural translation . . . Cultural difference is 
to be found where the 'loss' of meaning enters, as a cutting edge, into 
the representation of fulness of the demands of a culture ... Cultural 
difference emerges from the borderline moment of translation . . . The 
transfer of meaning can never be total between differential systems 
of meaning, or within them . . . it is the articulation through 
incommensurability that structures all narratives if identification, 
and all acts of cultural translation. (Bhabha 1990; 313-317, cited in 
Gunew 1993; 3) 
In the sense that the methods of postcolonialism involve a particular 
deconstruction of the establishment of 'universalist' discourses it has a 
different edge to it; rather than dispersing the incommensurable it can 
show the irreducible margin in the centre. Spivak outlines: 
As I have been arguing, current postcolonial claims to the names that 
are the legacy of the European enlightment (sovereignty, 
constitutionality, self-determination, nationhood, citizenship, even 
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culturalism) are catachrestical claims, their strategy a displacing 
and seizing of a previous coding of value. It can show us the 
negotiable agenda of a cultural commitment to marginality, whereas 
the ethnicist academic agendas make a fetish of identity. . It can 
show that the alternative to Europe's long story - generally 
translated as "great narrative" - is not only short tales (petits recits) 
but tampering with the authority of storylines.(Spivak 1993; 65)9 
In the first two chapters of this dissertation the methodology used was a 
deconstruction of the very lexicons of the grand narrative of the history of 
architecture: autonomy, metaphor, vision and the fathers, and the 'body'. 
The intention was that through this method a different narrative would 
emerge, one that has an obvious relationship to the grand one, but that 
nonetheless 'tampers' with the 'ground', shifting it. It is in this sense a 
'universalist' discourse used strategically. 
Spivak frequently professes the caution against 'the institutional 
performance of the imperialist lie' within 'benevolent' feminist theoretical 
practices suggesting a 'persistent vigilance' of 'systematic appropriations' 
of the silent other who 'does not recognise herself in the object of our 
benevolence': 
I do not recognise my share in your naming. Although the vocabulary 
is not that of high theory, she tells us if we care to hear (without 
identifying our onto/epistemological subjectivity with her anxiety 
for the subjectship of ethics and the agency of the political) that she 
is no the literal referent for our frenzied naming of woman in the 
scramble for legitimacy in the house of theory. She reminds us that 
the name of "woman," however political, is, like any other name, a 
catechresis. (Spivak 1993; 137) 10 
The readings of the first two chapters perform this metaphoric 
deconstruction of phallocentrism, "the troping error of the masculist truth-
claim to universality or academic objectivity." an essentialist strategy, but 
9 Spivak (1993; 298), notes the 0 ED definition of "catachresis" as abuse or 
perversion of a trope or metaphor." "It should by now be clear that we appropriate this 
to indicate the originary "abuse" constitutive of language-production, where both 
concept and metaphor are "wrested from their proper meaning." Thus, it is only in the 
narrow sense, a word for which there is no adequate referent to be found. We have 
resolutely kept ourselves to this narrow sense rather than enter the general 
philosophical position that all language is catachrestic, where the notion of catachresis 
might itself be catachrestic. 
10 See also Spivak 1986; 237- 238. 
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one that in deconstructing the error, 'itself performs a lie.'(Spivak 1986; 
226) That lie is a blindness of the other woman in the text, an eth(n)ical 
concern that is taken up in the chapters three, four and five. 
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RESISTANCE 
An analysis of the 'body and space' in relation to possible subject positions 
was tackled in specific ways in chapter three (women's homelessness and 
women's refuge) and chapter four (the migrant house).11 In this final 
chapter, the "body-space" relations in their potential modes of resistance to 
phallocentric discourses of the subject and hegemonic discourses of culture 
is elaborated. The section is in two parts: firstly, the 'body' and 'space' are 
seen as interwoven 'metaphor-matters'12 in which relations to the ot her 
can be a residual 'pleasure' unrepresented (and therefore resistant) in the 
phallocentric economy of the same. This is seen as one level of resistance. 
Secondly, the notion of "spatial enclaves,"13 which are numerous and 
diverse constructions in and of space are seen as resistant to cultural and 
gender hegemonies. This is seen as a different level of resistance to the 
first. 
One context for the term 'resistance' is the intellectual arena post-1968 
which is attempting to theorise the radical cultuml sl)ifts- of this century. 
This context is however not without its own definitive problematic, as 
Spivak notes in an interview with Grosz, on "Criticism, Feminism, and The 
Institution, " 
May 1968 does not have the same impact outside of a certain sort of 
Anglo-US-French context - I am not at all denigrating the importance 
of May 1968 within the French context ... Having lived in the United 
States for some time, I would say that Berkeley 1967 makes more 
sense to me. Then if you think of Asia - and I notice that you didn't 
mention that I was an Asian in your introduction; now let me say that 
I am one - there are intellectuals in Asia but there are not Asian 
intellectual. I would stand by that cryptic remark. (Spivak 1990; 3) 
Within this problematic intellectual arena, the cultural upheaval of 1968 
led to diffuse and localised forms of political struggle in the dispersed loci of 
1 1 Chapter five is also an exploration of "body-space" as a mode of resistance to 
dominant architectural discourses by elaborating on spatial practices and ornament. 
12 See the section on "Metaphor" in chapter One for an elaboration of this term -
'metaphor-matter' - which is a way of burdening the metaphor with its historical 
deferred references to matter. 
13 This term is borrowed from an article by Frederic Jameson which is a Cfltlque 
of the architectural historian and theorist, Manfredo Tafuri. My use of the term is an 
emphasis on urban spatial productions, that is as spatial discursive practices rather 
than conceptual paradigms in philosophical discourse. . 
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the West. which were somewhat opposed and different to the previous 
hierachically organised social revolutions.(Grosz 1989; 17) In this 
intellectual context social revolutions are perceived as modes of action of 
the past. Although the extensive disruptions that have occurred in the non-
West since 1968 could be interpreted by the West as the final phases of 
capitalism, which would imply that they do not constitute social revolutions, 
I remain sceptical about this very Eurocentric position. Edward Said, 
articulates this point differently, in Culture and Imperialism: 
If the 1960s are now remembered as a decade of European and 
American mass demonstrations (the university and anti-war 
uprisings chief among them). the 1980s must surely be the decade of 
mass uprisings outside the Western metropolis. Iran, the Philipines. 
Argentina. Korea. Pakistan. Algeria. China. South Africa. virtually 
all of Eastern Europe [Yugoslavia still going into the 1990s]. the 
Israeli-occupied territories of Palestine. "(Said 1993; 395) 
Moreover, these are not 'revolutions' that are neatly contained within the 
'other', as Said notes the production of refugees, migrants, displaced 
persons, and nomads. entails identities and cultural conditions in which 
tensions and contradictions reveal the overlapping territories between the 
East and the West. While there is no possibility of 'revolution' in that power 
cannot be overthrown for all time. partly because of "the 
institutionalization of the West as West, or the West as the World."(Spivak 
1990; 5) I want to emphasise the ambiguity about the meaning of 
'revolution.' The context of cultural politics within which territories are 
mapped and the urban environment is delineated, in short. the 
'spatialization of power' is blurred, contradictory and dispersed but it has 
not meant the end to 'genocides' elsewhere. 
The term 'resistance' is a Foucauldian term for the potential of a 
counterpower as always immanent in power.1 4 Though the text does not 
directly elaborate on Foucault's work it is fitting that his definition is 
recorded if only because it is part of the load that the term carries. In "The 
Subject and Power," Michel Foucault argues that: 
Every power relationship implies. at least in potentia, a· strategy of 
struggle. in which the two forces are not superimposed. do not lose 
14 Though my intention for using this term. was prior to the reading of Foucault. I 
have since. been entangled with his theories of power and resistance. and therefore 
remain influenced by them. See chapter Three for a discussion of Foucault's theory of 
power in relation to an analysis of women's refuges. 
BODY-SPACE 
301 
their specific nature, or do not finally become confused. Each 
constitutes for the other a kind of permanent limit, a point of 
possible reversal . . For a relationship of confrontation, from the 
moment it is not a struggle to the death, the fixing of a power 
relationship becomes a target - at one and the same time its 
fulfilment and its suspension. (Foucault 1982b; 225) 
The claim that the body is a site of resistance as much as it is the object of 
power, is reiterated in different ways in a number of poststructuralist 
(con)texts: Luce lrigaray, Michel Foucault, Henri Lefebvre, Moira Gatens, to 
name a few theorists of the 'body'. 1 5 This claim has the effect of 
undermining, by way of 'going beyond', the architectural imagery derived 
from formal abstractions of notions such as the 'death of the humanist 
subject' and the body 'as fragmented and mutilated beyond recognition', 
which are discussed in chapter two. My argument has been that both 
concepts of space and concepts of the body within this economy constitute a 
disavowal of their continuous productivity, their differenGe and the-ir 
unsignifiable potential, namely, sensory, sensual, $pecific and sexual 
modalities which are neither passive nor active in the traditional sense. The 
relations of the 'body' and 'space' are not simply that the 'body' is contained 
as a discrete form within the object domain of 'space'. A bounded system of 
measurable attributes cannot totally codify the relations between the body 
and space. Rather there is an imbricated connection, the history of the body 
and the history of space are connected in intricate, complex and 
multilayered ways. (Best 1993; 27, Lefebvre 1991; 196) The argument against 
architectural design within an economy of death drives is most 
emphatically taken up by Lefebvre: 1 6 
It is a curious and paradoxical fact that, while spaces dedicated to 
sensual delight have existed, they are few and far between . . . An 
architecture of pleasure and joy, of community in the use of the gifts 
of the earth, has yet to be invented. 
. . . it is time for the sterile space of men, founded on violence and 
misery, to give way to a women's space. It would thus fall to women to 
15 The body has also lent itself to much 
postmodern production of texts, the three volumes 
'fetishization' within the elaborate 
of Fragments for a History of the 
Body (ed. M. Feher) come to mind. 
16 His slippages from essentializing sexual difference to essentializing gender 
division confuse the argument but do not undermine its effect. 
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achieve appropriation, a responsibility that they would successfully 
fulfil - in sharp contrast to the inability of male or manly designs to 
embrace anything but joyless domination, renunciation - and death. 
(Lefebvre 1991; 380, my italics) 
While on one level this sounds like a well established historical narrative 
that women have to save 'men and women' from the world that is both 
sterile and destructive, a world established by men, on another level it has 
resonance with an argument that Whitford makes about lrigaray's analysis 
of the death drives: 
She diagnoses the sickness or crisis of civilization as the ascendency 
of the death drives, and if she looks to women for hope for the future, 
it is because women have less investment than men in the current 
economy of the death drive, and therefore more motivation to attempt 
a social and symbolic reorganization. (Whitford 1991; 97) 
Whilst Lefebvre's text vacillates between "the sexual indifference which 
underlies the truth of any science, the logic of every discourse," and 
ambiguous and blurred sexualities, Irigaray's texts, foreground sexual 
difference as the ethical question of our epoch.(Irigaray 1985b; 69) _ 
Irigaray has been critiqued for 'essentializing woman' by a number of 
feminist theorists, my argument is that she is using an essentializing 
methodology strategically to deconstruct moments in the narrative of Truth 
within which 'woman' is always already essentialized.(Whitford 1991; Grosz 
1989; Spivak 1993) Irigaray is clearly attempting to circulate the 
problematic of the female body, firstly by deconstructing the phallic model 
of the body: 
This model, a ph a Iii c one, shares the values promulgated by 
patriarchal society and culture, values inscribed in the 
philosophical corpus: property, production, order, form, unity, 
visibility and erection. (Irigaray 1985b; 86) 
The one of form, of the individual, of the (male) sexual organ, of the 
proper name, of the proper meaning . . . (Irigaray 1985b; 26) 
Architectural productions are an effect of 'desire' in which 'property, 
production, order, form, unity, visibility . and erection' are spatially 
constituted. This 'desire' is creative and productive - it literally effects the 
making of the world on a supposedly uninscribed territory. 'Properly erect' 
architectural edifices does not mean that they can literally 'stand up' but 
that amongst the varied discourses of urban space - national, political, 
professional, historical, elite, cultural - these edifices 0 c c upy a space. This 
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desire, these creativities, these productions also effect a repression, an 
unacknowledgment of the other body. Irigaray is specific about the entity 
which is repressed in this economy, namely, the female imaginary, an 
imaginary which has the morphology of the female body.(lrigaray 1985b; 
28) A female imaginary would constitute a radically different economy. 
Resistance, is in part, this negative methodology which is continuously 
interrogating the homogenising and normalising effects of the economy of 
the proper. 
So what other modalities of resistance are possible? The body-space as a site 
of resistance is in the potential for a relationship with the other body. I 
cannot emphasise this enough. In part it is an utopian gesture, an 
imaginary leap to think the body differently, to claim a potential discursive 
space for the 'other' body. This 'other' body is not a mutilated monstrous 
double, which is the shadow side of the masculine disembodied subject. 
While a maternal space like the cave and feminine excess such as ornament 
is also not this other body they signify initial sites of resistance. Both 
Irigaray and Lefebvre argue that one strategy for reversing the 'optics', for 
waging a war against Truth and Transparency is the circulation of the 
terms of the so-called 'object domain'17 the artificial, the fake and the 
corporeal. (Lefebvre 1991; 201) While the massive weight of the existing 
phallocentric economy is not something that can simply fizzle out, one 
method of resistance is to burden it with 'impure' contaminations, those that 
it has attempted to effectively seal itself from. No system is totally 
impervious to contaminations. Irigaray suggests, "let us give exclusive 
privilege to the fake. the mask, the fantasy because, at least at times, they 
mark the nostalgia we feel for something even more true. "(Irigaray 1985a; 
269) Lefebvre suggests that the sensory realm of space needs to restore 
itself, which he imagines as the rehabilitation of "underground, lateral, 
llibyrinthine - even uterine or feminine - realities. "(Lefebvre 1991 ;201) 
While the cavern and ornament do not constitute a new poetics of space, 
they signify initial sites of resistance in that a different inhabitation of 
these spaces and these 'dresses' might touch upon 18 unknown creativities 
and pleasures. At the least they resist the temptation of endless speculations 
of/on the white surface, the death-mask of architectural representation. 
17 Grosz (1989; 129) notes that object-language is a disarrayed field of 
ambiguities and contradictions against which meta-language must guard itself. 
18 This term is used by Luce Irigaray 1985b; 29. 
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The other body is an enigma, and one that is thought of as 'hidden' or 
'secret', trapped within the white filters of purification. The other body-
space always requires a double sense in order not to forget it/her, an 
intensive 'keeping in touch,' a ruffling of the white veils. 19 If the 'other of 
the same' is always 'woman' as she is essentialized within phallocentric 
systems of representation, "she" can be used tactically in that the enigmatic 
other body-space is always within the essentialised morphology of woman. 
Even if the 0 the r is not accessible to the overdetermined system of the 
visual and of form, it does not mean that a 'poetic' production is not always 
occuring, 'without [the theorist] knowing it: 
The enigma of the body - its secret, at once banal and profound - is 
its ability, beyond 'subject' and 'object' (and beyond philosophical 
distinction between them), to produce differences 'unconsciously' 
out of repetitions - out of gestures (linear) or out of rhythms 
(cyclical). In the misapprehended space of the body, a space that is 
both close by and distant, this paradoxical junction of repetitive and 
differential - this most- basic form of 'production' - is forever 
occurring. (Henri Lefebvre 1991, 395) 
This production is a shift of focus from sight to touch, while not losing sight 
(of it). The figure of the double used by Vidler in a 'monstrous' way turns 
out to be what is required for the impossible sensing of this very female 
imaginary. The enigmatic other is repressed within the construct 'woman', 
.... she.. is definitely other in herself. "(Irigaray 1985b; 28) 
I want to put forward a number of double metaphor-matters as a series of 
tactics for resistance, they are - a double vision, two voices and two lips -
each one borrowed from another (con)text. The figure of the double is a 
specific resistance against the figure of the 'one' which is privileged in the 
phallic scopophilic economy dominating architectural discourse. The figure 
of the do ub 1 e is a gesture for potential body-space relations of secret and 
hidden creativities and pleasures. My particular focus is on women who are 
daughters of migrants, who have at least a double identity. lived within the 
19 Irigaray (1985b; 206) states this as a call of love for oneself: 
I'm waiting for myself. Come back. It's not so hard. You stay here, and 
you won't be absorbed in the familiar scenes, worn-out phrases, 
routine gestures. Into bodies already encoded within a system. Try to 
pay attention to yourself. To me. Without letting convention, or habit. 
distract you. 
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hyphenated "ethnic-proper" space, which I shall call, by way of reversal, 
her "proper-ethnic" identity.20 
In chapter four a note about the daughter was that she has a 'room of her 
own,' a study, a workshop, a bedroom, or a shed at the back. This is her 
secret space, she returns and stays in this space in order to gather her 
thoughts, which is to say, her words from two languages - the one in the 
kitchen and the one beyond the walls of the house and within the walls of 
the other institution, the street, the school, the city. This space is secret 
from both fathers, the private father and the public Father. Without. this 
secret space she would be mute or else she would be their· "speaking 
machine,"(lrigaray 1985b; 205) which amounts to the same thing in terms 
of her relation to words. There are many stories of daughters of migrants 
and secret spaces in the house - anything from a "closet" becoming her 
entire space, to little lean-tos, to sheds that are in the far end of the 
backyard. 21 
Sneja Gunew puts forward the figure of 'Astrid the spy,' from the·story. by: 
Yvonne du Fresne, a Dutch-New Zealand writer. 'Astrid the spy' is a figure 
of double agency, a double vision and two languages. Here is an example of 
du Fresne's story, "The Looters," (cited in Gunew 1993; 14): 
At night the looters came home, bearing their prizes, hungry for 
their dinners. And what were their prizes? The English language. 
They looted the English language and brought home their finds. 
Examples. Typical expressions. They showed off to each other. I sat at 
the table, beaming, all ready for my dinner and the talk. I could 
never keep up with the talk, but how I watched, how I listened! Astrid 
the spy, watching other spies, much more skilful than me, for they 
not only watched and listened - they could read. They read 
everything they could lay their hands on. And I could not read. That 
was my shame you know. I listened to the reading groups at school 
and learned words off by heart, for I too was a looter. But when I 
. looked at the words of my Beacon Reader, the words turned into thin 
20 Some daughters might identify most strongly with one hyphen - Macedonian-
Australian, Turkish-Australian, Armenian-Australian, while others see their identity 
crossing at least four ethnicities. See the image by Christos Tsiolkas in Are n a 
Magazine, no. 11, June/July, 1994; 21. 
21 Stories of daughters and secret spaces are wrought with conflicts and frictions, 
"counter-attacks," about noise, housework, laziness, sexual perversities. These details 
lend themselves to further study. 
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black shapes ... I gazed at them in despair. Nothing spoke to me from 
those words. (du Fresne 1989; 20) 
In this story, as Gunew argues, there is a mingling of food in the process of 
acquiring the English language; English is the proper language and the 
devouring of food is improperly intermingled with propriety, "English" is 
improperly appropriated. My emphasis is on the architectural staging of 
this mingling of food, language and two cultures. The kitchen is 
transformed into a "basement" room for a secret meeting (and dinner) of an 
underground society. By and through this space of the kitchen the proper 
boundaries between corporeality (especially taste, smell, touch) and 
language are blurred. The production of knowledge is not strictly separated 
from the production of the body or from the production of different 
femininities. Gunew notes: 
'Astrid the spy' is an elegant way of characterising the outsider 
caught between two languages and cultures. Instead of being depleted 
by this, she uses her double and secret knowledge of what lies 
beyond the surface appearances eventually to rewrite both traditions. 
In the process she casts a devastatingly satiric eye on the dominant 
Anglo culture ... (Gllnew 1993; 14) 
The kitchen is used as a theatrical space, it is a staging of a (re)production 
by and through which 'Astrid' becomes a 'spy'; she is an agent not with one 
identity, she can speak at least two languages and she can take on different 
subject positions depending on the space she inhabits. 
The words and song of a Black woman's acappella group, "Sweet Honey in 
the Rock:" 
They cut off my voice 
So I grew two voices 
In two different tongues 
My songs I pour 
So I grew two voices 
Into different tongues 
. (Sweet Honey In The Rock Live at Carnegie Hall) 
signifies the eth(n)ic daughter's relation to language. The singing is like a 
weaving of two voices, two meanings, that never coincide, that are never 
the same. A gesture towards difference is signalled by the shift from "in 
two" to "into" different tongues. Growing two voices is a resistance against 
forgetting the other. 
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My point is that the architectural staging of the 0 n e hyphenated identity -
for 'Astrid' in the kitchen, for 'Sweet Honey' in the concert hall - transfers 
the presupposed lack, waste, excess, fragmentation . . . of not having '0 n e 
identity, 0 n e location, one culture,' into having both one and two 
simultaneously. Though the architectural scene is set, boundaries between 
identities, places and cultures is not clear, it is undecidably 'one' and 'one 
and two'.(Grosz 1989; 115) By an through this particular body-space 
relation, the 'hyphen' which keeps the two identities separate is given over 
to "unknown" productions, creativities, aesthetics. Spatiality in this sense is 
a fluid modality which might unfold a poetics of a body which is in touch 
with its languages, rather than kept separate from them. The lack of 0 n e 
might be imagined as a creativity of double vision, two voices developed 
through an architectural staging of proper knowledge. 
Irony, Gunew argues, is one useful tool for rewriting traditions, 
functioning through the figure of the double it "implicitly challenges any 
claims to universalism or speech in the name of humanity."(Gunew· 1993; 
11) Double vision and· two voices function as a resistance against the 
obliteration of the 0 the r, but they also provide a potential position from 
which to judge the single unified voice of Truth: "The unity, the truth, the 
propriety of words comes from their lack of lips, their forgetting of lips. 
Words are mute, when they are uttered once and for all." (Irigaray 1985b; 
208) It is by and through this tool that 'Astrid' can 'cast a satiric eye' on the 
'thin black lines,' and eventually judge (for herself). 
In a different (con)text Mark Wigley discussing Alberti's treatise on the 
subordinate place of woman in the (14th century) house, claims that "the 
first truly private space was the man's study, a small locked room off his 
bedroom which no one else ever enters. "(Wigley 1992; 347) This study, he 
claims, "is the true centre of the house," because all the records (words) are 
kept there, secretly: "But they are not just stored in this space. They are 
literally produced there. The private space is the space of private 
writing."(Wigley 1992; 348) Now, there are some uncanny and delightful 
reversals between the merchant class, Eurocentric, man of the fourteenth 
century and the working class daughter of migrants in the diaspora of the 
twentieth century. They both have a secret space, a "study." This secret 
space is significant for the subjectivity of both the 'paterfamilias' and the 
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'daughter', each with their specific history. The daughter's secret space, 
which does not have the same intersections with the practices of privacy as 
the fourteenth century 'study' is also a space by and through which 
production takes place - of subjectivity, of language, of identity, of 
sexuality. In the sense that this production is not a reproduction of the old 
or the new culture, that it is a rewriting of traditions, and therefore a 
production of knowledge, it is also "the true centre of the house." But 
'centre' is already to fall into humanist geometry, let's say, it is a site of 
production which will eventually, with the tool of double vision, cast its 
focus on the incommensurable difference between the houses. The house 
that Alberti 'normalises' is not her house. Neither is her father's house. The 
study is a secret space, it is he r s, it is the spatial condition by and through 
which she can have a double vision. She is not centred in either house, but 
neither is she outside the houses. Eventually, her productions will dis-turb 
both houses, architecturally she will 'build/assemble' her own house, and 
metaphorically, she will be perched at the edge of the 'house of language.' 
By and through this space she will create a circuit of exchange between the 
cultural- other, a construct of the hegemonic culture, and her psychic other: 
When you stir, you disturb their order. You upset everything. You 
break the circle of their habits, the circularity of their exchanges, 
their knowledge, their desire. Their world. (Irigaray 1985b; 207) 
In Alberti's house the study is a space of immaterial knowledge, a space 
insulated from the kitchen (women-servants), from the bedroom (woman-
wife), a space beyond and removed from sexuality, sensuality and the 
senses, as well as from familial reproductions like the rearing of children. 
It was the essential space for an economy of the death drives. Not so for the 
daughter. Her space might be a study but it is never merely this, it is never 
one space, or rather 'study' and 'knowledge' are not necessarily immaterial. 
Everything is a matter to her, and everything matters. For the daughter, 
typically, her study is her bedroom, it is the site of subjectivity, alterity and 
femininity. It is not one space - a study, or as Wigley calls it, a "closet" - it is 
her study, and· it is both her study and her bedroom. The convolution of 
knowledge, otherness and sexuality is by way of her secret space - in this 
space her productions are both literary, aesthetic and sexual creativities 
and pleasures. Wigley differentiates between the 'man's study' and the 
'woman's dressing room', spaces which in Alberti's house reproduced 
masculinity and femininity through architectural differentials. Her "study" 
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is also her dressing room, it is a space for dressing. Her secret space is 
imbued with metonymic layers of different cultures, different languages, 
different architectures, different aesthetics, different sexualities: cloth(e)s, 
posters, momentos, souvenirs, poems, diaries. In this it is also a theatrical 
staging of identities, skins, masks: it is a space of masquerade.22 
My argument is that this secret space is a threshold, a threshold for an 
(im)possible female, eth(n)ic imaginary. My suggestion is that the relation 
of this secret space that the daughter of the migrant inhabits and her body 
is signified by Irigaray's metaphor of the two-lips.23 This relation . was 
already hinted by Lefebvre in his poetic gesture that 'production' is forever 
occurring and is circled around again in the following notes: 
How does a body 'occupy' space? . . . To criticize and reject absolute 
space is imply to refuse a particular representation, that of a 
container waiting to be filled by a content - i.e. matter, or bodies. 
According to this picture of things, (formal) content and (material) 
container are indifferent to each other ... 
Weare thus obliged to consider a contrary hypothesis. Can the bOdy 
with its capachy for- action, and its variQus energies, be said to 
create space? Assuredly, but not in the sense that occupation might 
be said to 'manufacture' spatiality; rather, there is an immediate 
relationship between the body and its space, between the body's 
deployment in space and its occupation of space. . • . each living body 
is space and has its space: it produces itself in space and il also 
produces that space. This is a truly remarkable 
relationship.(Lefebvre 1991; 170, my italics) 
The figure of the two lips is a fold within which there are multiple folds. 2 4 
It is a way of imagining a body-space relation which is not structured by 
22 There are many stories of daughters and secret spaces in the house, but one that 
reverses the theory of the "study-closet" as an intellectual space is the use of the 
"water-closet" as a study: the plastering of scientific and mathematical formulas, 
significant dates in the history of art, even extensive sections of Shakespearian plays, 
over the entire wall surface of the interior, is an architectural production that would 
make Alberti 'turn in his grave'. 
23 See Luce Irigaray (1985b) chapter 2, "This Sex Which Is Not One," and chapter 
11, "When Our Lips Speak Together." 
24 There have been a number of interpretations of the metaphor of the two-
lips.(Whitford 1991; 171-173) That the term does not literally refer to the biology of 
the female body is substantiated by Irigaray's theorization of the body as a morphology 
which is marked by systems of representation, as well as a specific history and 
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oppositional models: inside/outside, form/formless, visible/invisible. It 
shifts the focus from penetration of the abyss to depths which are not 
chasms (Irigaray 1985b; 213); from formal order to ""other meaning" always 
in the process of weaving itself, of embracing itself with words, but also 
getting rid of words in order not to become fixed, congealed in them;" from 
visibility to contiguous relations, that touch upon (the other).(lrigaray 
1985b; 29) Existing conceptions of body-space relations, premised on a male 
imaginary, do not serve women very well: a maternal infrastructure; an 
inert matter to be formed; a container for protection of the phallic model; 
fragmented imagery; an abyss-hole. Women need spaces and words with 
which to perceive their limits, the image of the two lips is one way to 
conceptualize the limits between woman and space, these are boundaries: 
"which do not constitute those of a body or envelope, but the living edges of 
flesh opening."(Irigaray 1985c; 301, cited in Whitford 1991; 162) It is 
ironical that I have titled this section "resistance" because the body-space 
relations which I am exploring as a site of resistance do not have the heavy 
artillery of Truth, Purity, Form, nor do they have the apocalyptic forces of 
Death and Fragment~tion, nor the aesthetic compressive forces of the 
Surface. Each of these are forces whose oppositional structuring speaks of a 
male imaginary. The irony of my exploration of resistant body-space 
relations is suggested in Irigaray's note that "our strength lies in the very 
culture. Irigaray herself claims that the two-lips is a figure by which the problematic 
of a female imaginary is put into the circuit of discourse and exchange: 
To seek to discover-rediscover a possible imaginary for women 
through the movement of two lips re-touching . . • does not mean a 
regressive recourse to anatomy or to a concept of 'nature', nor a recall 
to genital order - women have more than one pair of two lipsl Rather 
it means to open up the autological and tautological circle of systems 
of representation and their discourse so that women may speak (of) 
their sex [parler leur sexe]. (Irigaray 1985;272. cited in Whitford 
1991; 173) 
I am not suggesting that this secret space is some sort of island outside the 
phallocentric system of representation, it is most definitely a configuration within the 
ideological geometry of the 'house'. However. it can also be a threshold for a body-space 
relation. almost as a fold in the circular closure of the dominant discourses. This 
secret space is a threshold for a double vision that can potentially see both the woman 
of the phallic model and the other woman. as Irigaray argues: 
How can I say it? That we are women from the start. That we don't 
have to be turned into women by them. labelled by them. made holy 
and profaned by them. . . . And that their history. their stories, 
constitute the locus of our displacement. It's not that we have a 
territory of our own; but their fatherland, family. home, discourse, 
imprison us in enclosed spaces where we cannot keep on moving, 
living, as ourselves. Their properties are our exile. Their enclosures. 
the death of our love. Their words. the gag upon our lips.(lrigaray 
1985b; 212) 
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weakness of our resistance. "(Irigaray 1985b; 215) Within this situation the 
pre-supposed 'weakness' is a lack of an erection of walls, of envelopes, of 
'hymen-screens', against the other. It is the lack of walls between the many 
others: the other woman within, the other woman of difference, the other 
ethnic self, the two different feminine others that the two fathers 
construct, and the Mother.(lrigaray 1985b; 210) 
My interest in the two lips is in the question of a poetics of body and space. 
Feminist theorists interpreting lrigaray's metaphor of the two lips have 
consistently elaborated on the effect of contiguity. (Whitford 1991; Grosz 
1989) Contiguity is essentially a way of symbolising a maternal genealogy 
in which a different economy is needed to the paternal one: "The two lips, 
then, figure a different economy, in which the two (mother and daughter) 
are not identified in a movement of metaphoric substitution, but contiguous: 
they touch, or associate or combine. "(Whitford 1993; 180) A maternal 
genealogy is a way of symbolising a subject-to-subject relation between 
mother and daughter, two women, the self and the other. In all these 
relations a female imaginary needs to symbolise the spatiality of the body 
of woman, he r spatial limitations. Whilst woman is always already other 
within herself, she is in danger of fusing with (any other) space, she is in 
danger of only 'housing' others, she is in danger of being exiled from her 
own space, she is in danger of being used up, exploited in the economy of 
exchange of her body-space. In short she is in danger of being imprisoned 
within an enclosure that is closed and impenetrable and resistant to the 
difference of the other within and the different others about. (Irigaray 
1985b; 210) 
My suggestion is that the secret space of the daughter is a way of 
preserving "her relation to spatiality."(Irigaray 1993; 11) It is important to 
note that for the daughter of the migrant in the diftspora, the secret space is 
not a property she can own for herself, in the same way that she cannot 
appropriate the other for herself. Nor is it a cell in which she m u s t keep 
(herself). Rather her body-space relation by and through the secret space 
of the 'study' is best described as a "nearness", a familiarity which makes 
ownership, exploitation, and simulacrum impossible. 25 Her relation to 
herself by and through this space is contiguous: 
25 These are terms which lrigaray (1985b) emphasises in This Sex Which Is Not 
One. (see pp. 30, 31, 216) 
312 
Within themselves means within the intimacy of that silent, multiple, 
diffuse touch. And if you ask them insistently what they are thinking 
about, they can only reply: Nothing. Everything. (Irigaray 1985b; 29) 
The two lips serve as a metaphor for this contiguity in the relations 
between daughter and her spatiality by and through the secret space of her 
'study'. Its poetics refers to the two pairs of two lips, of which one pair - the 
mouth - can be seen as horizontal, and the other pair - the labia - as 
vertical, so that a contiguity between these two lips is a 'healing metaphor' 
which allows for a love of self on the woman's side: 
Kiss me. Two lips kissing two lips: openness is ours again. Our 
"world." And the passage from the inside out, from the outside in, the 
passage between us is limitless .... Between us the house has no wall, 
the clearing no enclosure, language no circularity. When you kiss me 
the world grows so large that the horizon disappears. (Irigaray 
1985b; 210) 
A female imaginary requires a way of thinking woman's pleasure; 
Irigaray's figure of the two lips is a way of imagining woman's pleasure: 
So woman does not have a sex· organ? She has at least two of them, but 
they ar~ not identifiable as ones. Indeed, she has many more. Her 
sexuality, always at leas double, goes even further: it is plural. 
(Irigaray 1985b; 28) 
Woman 'touches herself' all the time, and moreover no one can forbid 
her to do so, for her genitals are formed of two lips in continuous 
contact. thus, within herself, she is already two - but not divisible 
into one(s) - that caress each other. (Irigaray 1985b; 24) 
For in what she says, too, at least when she dares,· woman is 
constantly touching herself. (Irigaray 1985b; 29) 
This text, this space, is a way of rediscovering herself - her productions, her 
creativities, her pleasures, her theatrical dressing, her eth(n)icity - are all 
forever occurring by and through this secret space. For the eth(n)ic 
daughter he r secret space is a way of preserving the permeability and an 
inter-discursive economy between her other selves.(Whitford 1991; 172) 
The daughter needs a secret space by and through which she can preserve 
the (im)possible dialogue between her different selves, and especially her 
imaginary self left elsewhere - place, space, time, culture - the utopian 
space of the other (female imaginary). By and through this secret space the 
daughter may (although it does not ensure anything) potentially keep in 
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to U c h with these others. The figure of the 'double' - double vision, two 
voices, two lips - is a way of questioning the figure of the 'one'. Within 
architectural discourses the 'one' has enclosed, veiled, constrained, 
compressed, the eth(n)ic woman under the systematic projections of 
Truth/Non-truth. Only in this "pleasure that she gets from the nonsuture of 
her lips," is she able to resist these penetrations/separations, which would 
amount to the architectural segmentation of all those others, the obsession 
with opening and closing doors, with ornamental veiling and unveiling, 
the eternal speculation of the immaculate white surface. (Irigaray 1985b; 
30) Only through the preservation of her relation to her spatiality can she 
resist the Truth: "No truth between our lips. "(Irigaray 1985b; 213 & 218) 
'SPATIAL ENCLAVES' 
My exploration of 'spatial enclaves' as potential sites of resistance is 
elaborated in chapter three in the study of women's refuges, and chapter 
four in the study of the migrant enclave. In those chapters,· especially 
chapter three, it is evident that my emphasis is on the maintenance of 
'spatial enclaves' as modes of resistance, a cautious process because their 
precarious existence can easily be re-absorbed in the homogenising and 
normalising discursive urban practices. In this brief piece, the term itself -
'spatial enclaves' - will be discussed with view to its many possible and 
potential uses and limitations. 
The context for wanting to put forward the notion of 'spatial enclaves' is the 
totalistic paradigms of dominant architectural discourse, namely, the 
negative methodology of figures like Manfredo Tafuri, and the indifferent 
'free play' of the so-called postmodem narratives.26 I am not advocating 
that these two discourses are oppositional merely that they are dominant. 
The term 'enclave' is borrowed from an article by Frederic Jameson in 
which . he argues that the work of the highly respected architectural 
historian, Manfredo Tafuri, (specifically in Architecture and Utopia) 
represents an apocalyptic position on architecture within late capitalism. 
Tafuri's Marxist premise is that a socialist revolution is not possible until 
capitalism has somehow exhausted itself globally. This is a theory that can 
only allow a negative methodology, a criticism of class into the 
architectural discourse, rather than a class-liberated urban 
26 I am not referring here to all works within the condition of postmodernity, but 
the named style of 'postmodernism' in architectural discourse. See Jameson 1984; 87. 
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environment.(Jameson 1985; 53, 68) Jameson argues that this is a sort of 
"textual determinism" in which the theorist has the task to construct an 
"all-embracing" theory of capital, so that "if the theorist succeeds he fails," 
because there is no space for any mode of human resistance. In a different 
way the fetishized pluralism of the 'postmodern style' is another 'totalistic 
paradigm' precisely because it is indifferent to incommensurable 
differences (for example that aesthetic 
differently in India to how it functions in 
heterogeneity would function 
the United States). As I have 
argued in chapter one, this movement is a systematic, yet illusory guarding 
against the contaminations of capitalism, whilst at the same time re-
presenting a 'postmodern subject' swept into an indifferent, seductive 
passivity in which desires and needs are more insidiously commodified. It is 
a particularly elitist position. The common ground for these two approaches 
is the marked disjuncture between politics and aesthetics. (Jameson 1985; 55) 
Jameson's questioning of these two positions is conclusive: 
Is it possible that these two positions are in fact the same, and that 
as different as they may seem at first, both rest on the conviction 
that nothing new can be done, no fundamental changes can be made, 
within the massive being of late capitalism? (Jameson 1985; 87) 
Implicit in these architectural discourses is an impasse in the relations 
between the architectural object, culture and power. 
It is against these dominant 'totalistic paradigms', the apocalyptic views of 
the postmodern city, that Jameson suggests an enclave theory, a theory in 
which modes of resistance can possibly grow into more positive 
constructions of a gradual spatial revolution. His speculation on an enclave 
theory is after Antonio Gramsci, an Italian Marxist scholar who did most of 
his writing in prison under the fascist government of Mussolini. Jameson, 
also on the intellectual left, interprets and argues, 
an en cl a ve theory of social transition, according to which the 
emergent future, the new and still nascent social relations that 
announce a mode of production that will ultimately displace and 
. subsume the as yet pockets or beachheads within the older system. 
The essentially spatial nature of the characterisation is no accident 
and conveys something like a historical tension between two 
radically different types of space, in which the emergent yet more 
powerful kind will gradually extend its influence and dynamism over 
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the older form, fanning out from its initial implantations and 
gradually "colonizing" what persists around it. (Jameson 1985; 70) 
My own interpretations of 'spatial enclaves' is a theory much more to do 
with mechanisms of resistance and counterpower in the present than its 
potential outcomes as a future society. In this it is perhaps less 
revolutionary and utopian than Jameson's. And yet, on another level my 
emphasis is on a capacity for spatial-social change that is not merely locked 
into a discourse on architectural form or style, which is predominantly a 
theory of aesthetics based on visual criteria.(Pecora 1991) While Jameson 
focuses on the possibility of accessing the political through the aesthetic, 
my own version of 'spatial enclaves' is broader in that it includes non-
aesthetic, yet specifically spatial criteria.27 
Traditional female spaces of resistance are inscribed with a 'feminine' 
commitment for the care, nurturing and pleasure of other persons. In a 
succinct and moving paper, "Killing Priests, Nuns, Women, Children," Jean 
Franco argues that the house (brothel), home and convent (I would add the 
hospital) are spaces which are clearly m4rked_ both fictionally and 
historically, as "feminine." The construction and creative reproduction of 
these spaces is 'feminine' within a masculine libidinal economy, that is, as a 
"male-idealized otherness." The position of these spaces as "images of 
felicitous space" is within the production of a hostile cultural environment. 
Mechanisms which are re-produced by and through an isomorphic relation 
between a male imaginary and a (masculine) symbolic economic 
rationalism, technological progress, nationalism, urbanism - have rendered 
these spaces into "major institutions of resistance." The imagery is of 
masculine spaces of technology, speed and war circling around these 
feminine spaces mythologized as 'timeless': spatial enclaves of "maternal-
feminine love." 
27 Jameson gives as an example of "the concrete embodiment of "enclave theory,"" 
the emergence of 'red communes' of Italy. A very different historical example is the 
emergence of beguines in the middle countries of Europe (especially Belgium) in the 
thirteenth century. From the very few accounts that I have found it seems that rather 
than these religious women locating themselves in one building like a convent, their 
spatial organisation was distributed over the town. Like their spontaneous emergence, 
so their inhabitation was also spontaneous, occupying existing dwellings and 
buildings, living individually or communally. Thus the effect was of a network across 
urban space rather than one contained within a 'centre'. See Neel 1989. 
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Jean Franco's arguments about recent warring events in Latin America 
demonstrate that the "destruction of the immunity formerly accorded to 
wives, mothers, children, nuns and priests have all taken every immune 
space."(Franco 1985; 414) Traditional feminine spaces thus no longer 
provide resistance, the traditional maternal-feminine space (house, home, 
convent) is ineffective against the random power of terrorism, it is 
ineffective as a masculine sacred other. It is also clear from Franco's 
analysis that there is no locus of power, no oppressive institution, no clear 
agency of violence and war. As Jardine (1985) ironically points out, there is 
no one in control except technology. 
Anglo-American feminisms of the seventies and early eighties have waged 
their own attacks on traditional feminine spaces of resistance. The attacks 
have been against constructs of "immune maternal spaces," exposing that 
the sanctified position of these spaces has played an essentialized role in 
the reproduction of a phallocentric economy. For women, they have 
argued, these spaces - the home, hospital, convent - have been anything 
but immune,· they have been named, a prison, factory, battleground, 
fortress. They have argued that preservations of such enclaves of love 
which function specifically for the care of others requires a certain self-
effacement. Underlying these attacks is the problematic of the 'mother 
figure' and feminist theory has battled relentlessly over the contradictions 
and complexities of this central female icon. Jean Franco points out the 
limitations of the ways that earlier feminist theories have dealt with the 
'mother figure': 
Feminist criticism based on the critique of patriarchy and the traffic 
in women has rightly shed no tears for this liquidation of mother 
figures whose power was also servitude. Yet such criticism has 
perhaps underestimated the oppositional potentialities of these 
female territories whose importance as the only sanctuaries became 
obvious at the moment of their disappearance. (Franco 1985; 420) 
My thesis has explored a few aspects of the maternal in its relation to 
architectural discursive practices. In addition I have attempted to fray the 
edges of the tight-knit fabric of the maternal to explore the possibilities of 
different femininities as potential positions of production and creativity. It 
is not an answer to all the problematics of architecture, it provides some 
'textual' spaces for reconstruction, rethinking and recreativity of the 
object of architecture. 
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My purpose in this text is simply a gesture to name some existing "spatial 
enclaves" specifically within the urban fabric of Melbourne. A prior text to 
this gesture is the introduction to The Pirate IS Fiancee, an exciting 
collection of essays by Meaghan Morris. Morris questions the absence of 
women theorists in the debate of postmodernity as seen by a number of 
male critics, especially a bibliography compiled by Jonathon Arac, which is 
extremely exclusive when it comes to gender. Morris states: 
It is, . . . all a matter of border lines and frames. Any bibliography 
'frames', as it defines, its field of representation. But the paradox of 
the frame does not prevent us from asking, in relation to any instance 
of framing, where and why a line is drawn .... 
In reading the limits of Arac's bibliography, it becomes particularly 
difficult to determine the difference between an act of re-presenting 
a presupposed historical not-figuring of women in postmodernism 
debates, and an act of re-producing the not-figuring, not counting, of 
women's work, by 'simple' omission (writing it out of history, by 
writing - its absence into history). (Morris 1988; 14) 
Such an analysis is relevant for any bibliography within architectural 
discourse, not just in theoretical texts, but in many subjects within the 
course curricula of the university campus. Morris's point is however, that 
the structure of 'complaining' about this state of affairs is seen as "the 
woman's complaint, or nagging." As an alternative her attempt is "to make a 
generically feminist gesture of reclaiming women's work, and women's 
names, as a context in which debates about postmodernism might be further 
considered, developed, transformed (or abandoned). "(Morris 1988; 16) It is 
in this spirit of giving over textual space to some of the many "spatial 
enclaves" in Melbourne that I make the following list of "[feminine] spaces 
of resistance." These "spatial enclaves" have emerged from dispersed 
threads of the women's movement and the community sector, which in part 
recognise that W 0 men themselves need/desire shelter, that they are 
themselves, 'unhoused'. These "spatial enclaves" are delicately balanced not 
only between one government and the next, between autonomy and 
government funded institutional structures, but also within internal battles 
and conflicts. Despite these parameters, and despite the incessant battles, 
my contention is that, in part, the effect of these "spatial enclaves" is a 
subtle shift of the structuring relations between a male imaginary and the 
exclusion of woman/women from symbolic systems of representation. They 
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are. in part. a reconstruction and a recreation~ in significantly diffe re nt 
ways. of spaces that might be categorised as feminine. 
Many of these spaces have emerged from women's struggle towards the 
impossibility of a female subjectivity. The struggle is located in dispersed 
fissures within the binary structuring of public and private forces. They 
dis-place the reproduction of the borders between the domestic and public 
arenas. There is about these "spatial enclaves" an inhabitation of/in/by 
space that cannot be denied. Though their existence is precarious. their 
tactical capacities cannot be too easily erased or re-appropriated. By and 
through these "spatial enclaves" a very fragile and slippery threshold is 
temporarily created for the becoming of different female subjectivities. 
In chapter three I noted Elaine Scarry's analysis of the relation between 
language and pain in the undoing of a subject. I want to now complicate 
that relation by making a speculative schema of these relations as a gesture 
for figuring (the pre-subjective realms) spatiality and becoming: 
space LANGUAGE 
~'-~'It... ".v'u ~}- ~~ 
" "-
"-
" 
Pain------.body 
Rather than assuming space as the a priori inert condition for the 
construction of subjectivity. the speculation in this schema is that space. 
like language. is productive and not merely produced. My suggestion is that 
the trace of relationship between space and body is the line of the 
imaginary (which as I have argued is dependent on the morphology of the 
sexuate body). And it is this trace that makes spatiality so essential to 
woman/women's becoming. Pain. as well as signifying 'women's bodies in 
pain'. is the sacrifice on which patriarchy is built (Whitford 1991;182). My 
suggestion is that the relationship between Pain and LANGUAGE is the line 
of the 'symbolic' which, as I have argued. is (almost) 
unchangeable.(Whitford 1991; 177-181) This 'schema' represents the 
argument that my dissertation has elaborated. The inclusion of this schema 
at the end rather than the beginning is a way of emphasising that there is 
no 'hypo-thesis', the schema is not intended as a starting point nor as a 
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diagrammatic way to wrap things up. It is a gesture towards the huge 
horizon to be (yet) explored. 
LIST OF "SPATIAL ENCLAVES" MELBOURNE. 1994: 
BIRTHING CENTRES 
COMMUNITY HEALTH CENTRES 
HALF-WAY HOUSES 
NEGHBOURHOODHOUSffi 
SINGLE WOMEN'S ACCOMODATION 
WOMEN'S REFUGES 
Women's Housing Programme 
Women In Supportive Housing 
Women's National Housing Conferences: (1985 & 1987) 
Migrant Housing Conferences 
Participatory Design Network 
Women's Winter .:School 
E1027 
Reclaim the Night 
Swanston Street Party, 1985. 
Queen Victoria Women's Centre 
Feminist programmes at tertiary institutions established by the following: 
Anne Pender, Maggie Fooke, Margo Huxley, Anne Gartner, Kerry Wise, 
Harriet Edquist, Karen Burns, Barbara Weimer, Mirjana Lozanovska. 
The potential for resistance and a 'not yet' different economy is the 
weaving of pleasures, productions, creativities, meanings between the 
other body and spatial enclaves. It is a series of tactics which cannot 
overthrow the strategic and dispersed loci of knowledge/power . apparatus, 
and are themselves continuously reappropriated by normalising and 
homogenising mechanisms. And yet, there is a significant possibility in the 
utopian 'not yet'. The spatialization of power/knowledge is always and must 
be (re)produced. But, as with the making of a textile cloth, other threads 
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may surreptitiously and tactically slip into the weave (re)producing an 
entirely different and indefinite fabrication of body-space relations., 
LOVE 
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These are my favourite lines. I'll whisper them. "I have taught you 
that the sky in all its zones is mortal . . . . Let me now re-emphasize 
the extreme looseness of the structure of all objects. "(Michael 
Ondaatje, In the Skin 0/ the Lion; 135) 
"The Fecundity of the Caress," is Luce Irigaray's last essay in A n Ethics of 
Sexual Difference. It explores the 'amorous exchange' as a threshold to an 
ethics impossibly determined by the alterity of sexual difference.28 The 
'caress' is an-other scene of origin, it is a scene of origin in which 
transcendence is not dependent on burying 'woman' in the subterranean 
depths of the cave, and it is not dependent on a pre-determined elision of 
the cave: "the scene of the caress is in fact porous to the (im)possibility of 
ethics."(Spivak 1993; 168) But what is this impossibility of ethics? If 
subjectivity is conceived as abe com i n g, rather than an always already 
disembodied masculine subject, lrigaray's imagery is of a subject in 
continuous/contiguous dialogue with the 0 the r. The 'caress' signals that 
this dialogue is of the most intimate and loving kind. Rather than 
forgetting the mother, the caress moves between mother and lover, 
mobilising pleasures and fertilities of woman: 
As he caresses me, he bids me neither to disappear nor to forget but 
rather to remember the place where, for me, the most intimate life is 
held in reserve. Searching for what has not yet come into being for 
himself, he invites me to become what I have not yet become. To 
realize a birth that is still in the future. Plunging me back into the 
maternal womb and beyond that conception, awakening me to another 
birth - as a loving woman. (Irigaray 1993; 187) 
The (im)possibility of ethics is that which Irigaray explores in this poetic 
expression of the 'amorous couple', it is the vision that knowledge is linked 
to love, 
. contrary to usual methods of dialectic, love should not have to be 
abandoned in order to become wise or learned. It is love which leads 
to knowledge [science] .... It is love which leads the way, and is the 
path, both. (Irigaray 1993; 27-8) 
28 See Spivak 1993; Whitford 1991; Grosz 1989 for insightful interpretations of 
this essay. 
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Through the love invested in the 'caress' there is an unfolding of 'woman's' 
movement between the depths and the heights, an axis to the divine for her, 
and an access to her own space-time. Irigaray is attempting to express a 
female imaginary. an imaginary that is described as a sen sib Ie -
transcendental,29 in which transcendence is defined by the loving gesture 
of the flesh (caress) coming into discourse: "the flesh made word. "(Whitford 
1991; 48) It is a utopian imagery. The critique of the economy of the death 
dri ves which govern the western cultural imaginary, is not simply a 
negative methodology. In this essay, Irigaray explores the 'caress', a 
creativity of a loving (not yet) imaginary relationship as a gesture for a 
regeneration of thought and rationality. Spivak, recognising the tasks and 
. challenges that Irigaray sets herself and us, notes: "To theorize the political, 
to politicize the theoretical, are such vast aggregative asymmetrical 
undertakings; the hardest lesson is the impossible in tim a cy of the 
ethical."(Spivak 1993; 171. my italics) 
In this most visionary essay. Irigaray notes: 
Architects are needed. Architects of beauty ·who fashion jouissance -
a very subtle material. Letting it be and building with it, while 
respecting the approach, the threshold, the intensity. . .• To continue 
to live in itself in order to live with. One must reach the heart of 
one's habitation in order to cohabit. This heart is always in motion 
and, at the same time, does not lack a dwelling. A qualitative 
threshold makes it possible for love to endure. (Irigaray, 1993; 214) 
What does Irigaray mean by the name "architects?" Why are "architects" 
needed for this most corporeal, most loving. most erotic. most beautiful, 
most intimate - caress? Who are the "architects of beauty" who will create 
the threshold for the amorous unfolding of woman/women's spatiality?30 
In chapter one, a discussion of the 'cave' exemplified the proces-~ of the 
spatial metaphor by which the body of 'woman' is turned into a spatiality 
that is not hers: "she" is the place of the other for the masculine subject. In 
this economy of the death drives the only beauty that architects can 
imagine is the necrophilic eroticization of the tomb - the dwelling that is 
the product of the male imaginary is of the order of a sepulchre. It is an 
See chapter One, section on "Metaphor." 29 
30 OED definition of 'architect': master-builder. spec. One whose profession is to 
prepare plans of edifices, and exercise a general superintendance over their erection. 
One who designs and frames any complex structures; especially the Creator. 
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architecture as a mastery of mortality, a way of covering over death to keep 
it at bay, the 'tomb' is an architectural edifice in the place of death. 
Obviously, Irigaray's reference to "architects of beauty" is not to this 
architect or this architecture; she notes, "creating distance through a 
mastery that constitutes the object as a monument built in place of the 
subject's disappearance."(Irigaray 1993; 215) A monument constructed by 
the mastery of the man-genius-architect achieves two things at once: it 
keeps mortality at bay through embedding the body-matter-of-woman 
beneath and within the edifice (the surface of the earth/discourse). Thus 
woman as subject 'disappears', and man transcends to immortal and 
immaterial skies. Woman is separated "off into the subterranean" and 
uprooted "Jrom her fundamental habitat. "{lrigaray 1993; 195)31 Architects 
and architectural discourses are contingently dependent on woman, 
"wrappTng her up in what he [fthey] cannot bear of his [/their] own 
identity, he secretly places her in the maternal position. "(lrigaray 
1993;214) Woman is thus used and used up as the spatiality of/for man's 
origin, whilst he ascends onto his ethical journey to the immortal skies. In 
this economy, architects, whether they be male or female, do not create or 
dwell in their love, they reconstruct the world without love: 
When the lovers, male or female, substitute for, occupy, or possess 
the site of those who conceived them, they founder in the unethical, 
in profanation. They neither construct nor inhabit their love. 
(Irigaray 1993; 187) 
Irigaray is attempting to wrest (the body-matter of) woman from her 
[sacrificial] embedding. In order for woman to both attain and preserve 
her spatiality, woman needs to re-organise the architectural economy of 
the 'cave', the 'tomb' and the 'monument'. Thus Irigaray is careful in her 
deployment of the spatial metaphor not to presume, that 'woman' is the a 
priori condition of substance, matter, body or space, that needs to be formed 
by the scopic skills of a 'gifted' (man) architect. In fact, her text attempts to 
write the spatial metaphor as the 'architectonic' condition by which 
'woman' can invest her spatiality about her. It is an architextual poetics 
which Irigaray creates (for her). 
31 For me this imagery is implicated in Irigaray's reference that the sky is 
between us and not above which can also be visualised in the land as a porous surface. 
In this sense an architectural edifice as an unreachable immateriality soaring above is 
indifferent to the porosity and inbetween-ness of the sky and the earth. 
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To emphasise that woman needs to preserve her spatiality for her becoming 
(a subject) I have formulated the term "a(r)mour." a gesture towards the 
architectural creativities essential to the (not yet) female lover. It must be 
remembered that the daughter. as subject. 'does not master 
anything'.(Whitford 1991;161) 'A(r)mour' is the protective dimension by 
which the female lover preserves her spatiality. It is an effect of "re-
enveloping herself with herself and at least twice. as a woman and as a 
mother [and a lover]."(lrigaray 1993; 11) There is a danger in not having 
and not preserving this armour, it is the danger of risking her call to the 
divine: "To destroy it is to risk the suppression of alterity, both the God's and 
the other's. Thereby dissolving any possibility of access to 
transcendence."(Irigaray 1993; 217) Luce Irigaray is attempting to fashion 
a textual threshold for the female lover who is a not yet architect. 
'A(r)mour' is a way of reading the "Fecundity of the Caress," with an 
emphasis on/for spatial and architectural discourses. It will be a reading in 
the form of a series of passages, each one deploying a particular 'spatial 
metaphor.' 
What is 'a(r)mour'? "Spatiality" argues Irigaray, "precedes all reality, all 
forms, all truths." (Irigaray 1993; 32) My argument is that the relationship 
between spatiality and becoming a subject (a female lover) is a particularly 
intimate and fertile one. Prior to and beyond architectural discursive 
practices is spatiality, but it is not the inert, passive, maternal 
substance/matter that architects turn into their object. Prior to the 
(de)formulations of the body (either the body of perfect proportion and 
unity or the fragmented and mutilated body) is the "impossible intimacy" of 
the body's irreducible, moving, supple, voluptuous spatiality, it is a 
"protective veil . . .. without masks. "(Irigaray 1993; 191) The relation 
between spatiality and the body is of a limit that is porous and tactile, rather 
than discrete and sol idified: 
A caress that precedes every caress, it opens up to the other the 
possible space of his respiration, his conception. . . . that subtle, 
palpable space that envelops each of us like a necessary border, an 
irradiation of our presence that overflows the limits of the body. 
(Irigaray 1993; 207) 
'A(r)mour' is a mode of ethical being in which the (im)possibilities of a 
relation to the other is touched upon by the creativities and potency of 
spatiality. 
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There are a number of dominant spatial practices which have the effect of 
reproducing the erasure of 'a(r)mour' because they "approach the female 
other carelessly."(lrigaray 1993; 210) To the extent that the earth is a 
female other like the body of woman, the subdivision of the land is an effect 
of a 'careless approach to the female other,'32 a mechanism by which an 
economy of the same is reproduced. I have noted Lefebvre's analysis that 
the abstraction of space effects a pulverisation of the body, arguing that 
"this is especially true of the female body, as transformed into exchange 
value, into a sign of the commodity and indeed into a commodity per 
se."(Lefebvre 1991;310) An urban economic system of development via the 
method of 'subdivision' is a mechanism for reclaiming and occupying the 
other's land and spatiality, it prevents any space for dialogue with the 
other: 
Sameness, which quarrels about how much room it is due, occupies 
my flesh, demarcates and subdivides my space, lays siege and sets up 
camp on my horizon - making it uninhabitable for me and 
inaccessible to the lover. (Irigaray 1993;191) 
These are perhaps urban spatial practices prior to architectural 
constructions but in this sense, architectural erections are contingent on 
them, land is subdivided a priori to the erection of architectural edifices. 
The distinction between form and space is aptly written as a slashed term, 
form/space. The slash surfaces as a mark which masks a repression, it is a 
figure which covers over an-other spatiality (of the not yet female lover). 
By way of this slash, space is reduced to a matter which is contained in 
between walls, in between forms, space is the shadow double of form. The 
feminization of space is a process that has gone on without a word, silently, 
space allows this containment by and through phallocentric forms. The 
phallus punctuates female space. Space is construed as 'woman,' the 'other 
of the same', "the beloved woman would be mute or reduced to speaking in 
the spaces between the consonants of the male lover's discourse." (lrigaray 
1993; 208) In his libidinal economy the feminization of space produces a 
'mute woman', an object of desire that cannot speak. Not yet a female lover 
or an architect. Space is a· mute matter. 
32 I have altered Irigaray's note, (1993; 210) to suit the structure of my 
paragraph. 
326 
Deconstruction of form goes hand-in-hand with the valorization of the 
feminine and of space. This is known in architectural discourse as the 
'abyss'. The abyss signals 'man's' loss of control of the forms that construct 
space, man's loss of control of the masculine libidinal economy. What does 
this name signal about the feminization of space? This term is a catechresis 
(in Spivak's sense). The OED defines it as "the great deep, the primal chaos, 
the infernal pit" as well as the less extreme definition, "any unfathomable 
cavity or void space." The verb means "to engulf." But who or what is 
engulfed? If the other is always already elided in the economy of the 'cave' 
and the 'tomb', is the abyss the haunt of the sirens that engulfs the male 
lover? Irigaray notes, "an engulfment of his in-stance in the present, 
which clings to memory, and the song of the female lover. "(Irigaray 1993; 
208) The abyss is not otherness, it is his phantasy. Certainly, as I have noted 
in chapter two, Vidler's Uncanny rewrites this "impulsion toward a loss of 
the subject"(Vidler 1992; 174) as a seductress-space which lures the male 
lover. Not yet a female lover or an architect. Space is the 'dark space' of 
seduction.(Vidler 1992; 167) 
While the abyss is not otherness , it is as Irigaray notes, "circumscribed by 
the unavoidable alterity of the other." (lrigaray 1993; 204) The valorization 
of space by the name of 'abyss' is edged by a feminine which signals a 
"primal chaos;" the loss of the (masculine) subject is edged by a woman that 
is not merely the 'other of the same.' Reversing this logic, Irigaray suggests 
that without a(r)mour there is a dark space-time for the woman: 
When the female lover trusts the other beyond the limits of his 
possibilities, she is cast down and utterly forsaken. When she opens 
herself to the most intimate point of her being, to the most profound 
depths of her inwardness, but is not touched and returned to the most 
sublime part of herself, she is overcome by a night without end. Her 
invitation to inhabit this dwelling is a call for communion in the 
secret depths of the sensible realm and not for a defloration of 
herself as a woman.(Irigaray 1993;211) 
The deployment of the name 'abyss' in architectural discourse is a 
"clamorous display of a presence that tells of nothing but its own 
emptiness."(Irigaray 1993; 212) The eternal echo in this empty chamber 
prevents her from hearing her call to the divine. 
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Ornament is an ambiguous a(r)mour. Within the economy of the pure white 
surface the "coquettish poses" cannot help in her unveiling "in the act of 
10ve."(Irigaray 1993; 196) She is an effect of his architectural discourse and 
his [the architect's] desire. In this scene ornament is a way of enfolding his 
estranged edifices in her textile and tactile fabrications. It is a way of 
dressing her but only with "the remainder of what he has taken in and 
from 10ve."(Irigaray 1993; 196) Thus ornament is the debris of his libidinal 
economy, the 'priceless' bits and pieces gifted to her, that she makes a 
performance of/with, a re-presentation for him. A facade-mask. Ornament 
is the 'style' which plays at representation thereby undermining the 
economy of the white surface as the site of 'truth'. Ornament as woman 
plays at dissimulation rendering the stark nakedness of the white surface 
into an illusion of order and a perversity of an eroticized aesthetics. 
While ornament is a scene of fabrications that circulates the discourse of 
[woman as] 'untruth' it is not the beauty of the not yet female lover: "She is 
more beautiful, or differently beautiful, when she makes love than when 
she parades around in all her finery. "(Irigaray _ 1993; .190) There is a beauty 
different to ornament, a different architecture, a different 'architect of 
beauty'. Ornament is the eruption of 'woman' within a masculine libidinal 
economy, but what of architectural creativities of the female lover 
enwrapped in her a(r)mour? The female lover is an architect who engages 
in the intense, intricate and intimate creativities in and of space, especially 
he r spatiality, and essentially, a textu(re)alisation of space. To the eth(n)ic 
daughter 'who can never master anything' the intertwining of love and 
knowledge is a journey of becoming a female lover, an architect. If I have 
spoken of impossibilities, of death, of loss, of wars, of struggles, of abjection 
- love - is the term of transference between resistance and creativity, 
between politics and poetics. This 'love' is accessed through a spatial 
metaphor, a threshold, a space, a dwelling. The 'caress' is the gesture of 
possibility for the amorous couple. Architecture is essentially sensual. The 
'touch of the caress' gives knowledge over to love, as lrigaray states: 
Prior to and following any positioning of the subject, this touch binds 
and unbinds two others in a flesh that is still and always untouched 
by mastery. Dressing the one and the other without and within and 
without in a garment that neither invokes, nor takes pleasure in the 
perversity of the naked but contemplates and adorns it, always for a 
first time, with an in-finite, un-finished flesh. Covering it, and 
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uncovering it again and again, like an amorous impregnation that 
seeks out and affirms otherness while protecting it. (Irigaray 
1993;186) 
To the eth(n)ic daughter who never pretends to know the 'truth' the desire 
for unveiling and nakedness is a perversity. Her a(r)mour is a way of 
dressing, remaining always on the threshold of 'the caress'. The fulfilment 
and the fecundity of 'the caress' is a perpetual birth of the self and the 
other. 
The architectural edifice has been established as the 'object of desire'. 
Within the binary structuring of subject and object, the 'other' is projected 
onto the architectural edifice. The 'other' figures as a projection screen in 
which the [masculine] subject attains the reflection of his own image.3 3 
The subject/object bifurcation is a reduction of both the subject and the 
object: he must disavow and repress his body, his flesh, his love, his 
mortality, his sensuality, his sensibility; and s he is reduced to the object of 
his production: "To produce, to produce himself in my place? . . . can cut off 
my inspiration through its violence."(lrigaray 1993; 213) _ Her desire does 
not enter this 'house of language', this enclosure between the subject and" 
the object, rather "he steals her desire to adorn his world. "(Irigaray 1993; 
210) The production of the object world as the 'other' for him, is a 
mechanism by which woman is doubly displaced, "as shuttling between the 
author's [architect's] subject and object."(Spivak 1983; 171) It is a disavowal 
of a place for woman and of her desire, it is "neither ethical nor 
aesthetic. "(Irigaray 1993; 211) The 'other' that is projected onto the object 
can only be the 'other of the same', his shadow object. The other that is 
irreducible to the sam e, the 'other of the other' cannot be given over to the 
object domain or to architectural theory. The impossible imaginary of the 
female lover cannot be a projection, an 'object of desire' within 
architectural discourse, Irigaray argues: 
The other cannot be transformed into discourse, fantasies, or dreams. 
It is impossible for me to substitute any other, thing or god, for the 
other - because of this touching of and by him, which my body 
remembers. . . . 
. . . . the most intimate perception of the flesh escapes every 
sacrificial substitution, every assimilation into discourse, every 
surrender to the God. (Irigaray 1993; 216) 
3 3 I am referring here to both women and men as (masculine) architects. 
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The architectural object can never be complete in and of itself. If its goal is 
to achieve a finite state, desire is overdetermined by the death drives, it is a 
desire for a tomb or a dwelling within a tomb, not a fertile dwelling. 
Implicit in this economy is the notion of the architectural edifice as the 
production of an [immortal] child, a 'birth' which underwrites a masculine 
libidinal economy. The child-object is the only modality of creativity and 
desire. Woman is the maternal figure, passive, inert, space by and through 
which the child is (re)produced. This is not the creativity, the sensible, 
sensual and sexual pleasure of the female lover, "she may need to create, 
engender, give birth to the mystery she bears - prior to any conception of a 
child."(lrigaraY 1993; 199) The immortal child-object is a mechanism of a 
paternal genealogy, in which the phallus passes through woman, but never 
settles there. In the architectural narrative it is established as a pedagogy, 
in which a linearity between 'subject->object->subject' is an insurance for a 
re-production of the same [male] desire. Still not yet a female lover. 
Love is. prior to and exceeds architecture. Architecture is a -process and a 
production that is never complete - it is_ continuously reproduced through 
spatial practices, spatial stories, architextu(r)al layerings. These space-time 
configurations would preserve the architectural object from ever turning 
into the pure, finite state of death, a cemetery of the living dead. Yet the 
relations between space, subjectivity and otherness are of a not yet 
acknowledged creativity, poetics, intimacy, love: 
The act of love is neither an explosion nor an implosion but an 
indwelling. . The intensity would be or would constitute the 
dimensions of the dwelling, which is always in process. Never 
completed. Unfolding itself during and between the schedule of 
encounters. (Irigaray, 1993; 212) 
Irigaray suggests that women are nomadic; their 'living house' should move 
with them. I will put forward the imagery of the 'tent' as an architecture 
which is a potential threshold for the not yet female lover, an architect 'of 
beauty who fashions jouissance'. 34 My theoretical claim is that the 
construction of an-othe r origin, decentres the notion of one origin, 
34 The imagery of the 'tent' is not the same as the imagery of 'tensile structures'. 
My gesture is toward 'tents' rather than 'tensile structures' because the latter are 
taken over by technologies which are ignorant of the 'ormimental' effects of 'tents'. 
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namely, Plato's cave. It is an introduction for the (im)possibility of two 
origins - the 'cave' and the 'tent'. Such a decentring opens some space for a 
different maternal space. The 'cave' figures transcendence as an 'emerging' 
from the dark space of the sensible, spatial, maternal realm, into the 
immortal skies of 'truth' and forgetting the space of sensibility. And yet the 
'cave' as signifier for the womb is also the site of the uncanny, a space 
which is returned to, familiar yet strange, a site of repression. No such 
processes are engaged with in the architectonics of the 'tent'. It is a 'living 
house' which moves with the 'nomadic' woman/women. It is a specific 
imagery for her a(r)mour. 
it is a fact that the architects of almost all traditionally transient 
ethnographic societies were, and are, women. (Prussin 1982; 29) 
production of nomadic 
and development of 
The contradictions between the ownership and 
architecture, on the one hand, and ownership 
settlement property is exemplified III this strange statistic of gender 
division. In_ the nomadic cultures women have traditionally 
borne the respol1sibility for creating, e~ecting, maintaining and 
demounting the domestic environment, whether it be a tipi, a yurt or 
a black skin tent. All property relating to it, including the tent and 
its armature, the furnishings and utensils within it, have come from 
her hands.(Prussin 1982; 29) 
There is no ownership of property. In this example, women are the 
architects and owners of the edifices, but do not engage in the 
'pulverisation' of the land. It has been documented that, as many of these 
nomadic cultures enter a sedentary lifestyle the architectural and building 
tasks undergo a gender shift. Current theorisations of mass movements in 
which the figure of the 'nomad' crosses between first worlds and de-
colonized spaces, makes the onset of sedentary lifestyle for traditional 
nomadic peoples a seriously paradoxical site.(Said 1993; Deleuze & Guattari 
1987) 
The 'tent' as a signifier of maternal space is quite different to the 'cave'. The 
significance of carrying one's own maternal space, provides an imagery 
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for the contiguous relationship between mother and daughter.3 5 It is a way 
of rethinking architectural discourse and provides for the possibility of 
creating architectural spaces that do not at the same time embed maternal 
space in the textual folds of the cave that must remain forgotten. The 
daughter makes and remakes her space, and carries it with her. Moreover, 
its particular mechanics of 'grounding' itself - it neither excavates huge 
chasms into the earth, nor does it soar into the skies - suggests that the 
inhabitation of the tent is as though it remains always on the horizon of the 
earth. 36 There is no dark and deep passage, no steep ascent. The imagery of 
the tent serves as an architectural threshold for the possibility of relations 
with an altogether different other - essentially, woman as female lover. It is 
her a(r)mour. The a(r)mour of the female lover allows contiguity with her 
mother and protection, pleasure and birth with the male lover. The 
architecture of the tent is a threshold for a sensible and sensual empathy 
for these others (without sacrifice of her own a(r)mour): 
Which will always remain on the threshold, even after entering into 
the house. Which will remain a dwelling, preceding and following the 
-habitati-on of any dwelling. (Irigaray, 1993; 186) 
Tent architecture is associated with textiles, clothing, dressing. It is 
therefore exemplary of Semper's theories about the textile origins of 
architecture. Its productive processes engage with traditionally female 
practices tanning, weaving, matting, tapestries. Architecture is 
essentially sensible and sensual and the tent imagery preserves the not yet 
sensuality of an architecture of beauty and jouissance. These productive 
processes are dependent on and generate an intimacy given to touching; 
they are processes in which "the look itself remains tactile. "(lrigaray 1993; 
185) To forget the tactile is to forget the threshold for the (im)possible 
female lover. Through the tactile, her "sensual pleasure can, reopen and 
reverse this conception and construction of the world. "(Irigaray 1993; 185) 
The effect of these productions are spaces of softness and malleability, as 
well as ornate richness. The ways that they are forgotten in dominant 
architectural discourses signals that "sensual pleasure would hold fast to the 
fate of an exorbitant ultramateriality that has fallen away from 
35 I am not suggesting that traditional nomadic cultures are inscriptions of a 
maternal genealogy, merely, that the 'tent' is way of imagining space-time specifics for 
a maternal genealogy. 
36 The film, U r g a set in Mongolia, 1990s, illustrates the imagery of the tent that I 
am suggesting. 
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discourse."(Irigaray 1993; 200. my italics) The erasure of these processes of 
production and these effects of architectural space is an erasure of the 
significance of to u chi n g in a poetics of space. If as Irigaray argues, 
"touching is the limit to sameness," this erasure prevents this limit to be 
acknowledged, everything is reduced to the same form(fsex). 
I am not suggesting a return to a previous time and place, but a rethinking 
of architectural paradigms through the metaphor-matter of the 'tent'. The 
'tent' can inspire architectural production in which sensuality 
proliferates. 37 
Processes and rhythms 
maintenance, of the 
of deconstruction and construction, of 
tent38 produce an intimacy in the 
repair and 
relationship 
a world that between the architecture and the architect: "the lovers meet as 
each reassembles and both resemble. Inhabiting it and dressing it 
differently. The male lover's and the female lover's horizons being 
irreducible." (Irigaray 1993; 207) The female lover is designer, builder, 
owner, and user; there is no distinction. Hers is an inhabitation of a house 
in which she is not imprisoned or unsheltered: "A kind of house that 
shelters without enclosing me, untying and tying me to the other, as to one 
who helps me to build and inhabit. "(Irigaray 1993; 214) Her role in the 
intimate creation of the 'tent' is a threshold which "she must reveal under 
pain of ethical dereliction," and "the entrance into the dwelling, or the 
temple, where each would invite the other, and themselves, to come in, also 
into the divine."(Irigaray 1993; 199, 207) For the eth(n)ic daughter's 
becoming of female lover, her a(r)mour needs to be touched upon. 
The interior of these tent spaces are traces of an architecture of a 
sensibility, sensuality, sexuality and textu(re)ality richly woven, 
embroidered, suspended cloths - not only adcrning every possible surface, 
but producing the entire architectural effect. Elaborations and abundance 
of an alterity that is so intensely irreducible: 
Where crossing the threshold is no longer a profanation of the temple 
but an entrance into another, more secret, space. Where the female 
37 The only 'published' architecture inspired by the tent is 'high tech' large scale 
tensile structures. 
38 In the traditional nomadic lifestyles, the women-architects are creating new 
sections of the tent and adding it as the existing cloth weins through. 
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lover receives and offers the possibility of nuptials. (Irigaray, 1993; 
201) 
The female lover is an architect who can dwell in her a(r)mour. 
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